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CHAPTER I 
THE PROBLEM AND DEFINITIONS OF TERMS USED 
Wind-bands of one type or another have existed 
since the beginning of recorded musical history in Western 
civilization. In countries of Western Europe, the wind-
band, whose function was primarily of a military nature, 
has existed for at least two hundred years. The wind-
band as a concert ensemble, bearing a close similarity 
to the present-day type, had its inception in the late 
eighteenth century. 
Only in the past several years has the wind-band 
eome to be regarded as a serious medium of musical expres-
sion, in the face of this comparatively long history. 
Several primary reasons contribute to this situation. 
First, the wind-band has not achieved a standard or fixed 
instrumentation due to variations in the concept of a wind-
band; second, the technical development of wind instruments 
was late in comparison with stringed instruments; third, 
composers did not write extensively for the wind-band due, 
in part, to the first two reasons. Composers were some-
what hampered by the fact that, prior to the mid-nineteenth 
century, the component instruments which comprised the wind-
band could not supply a continuous diatonic scale throughout 
its entire tessitura. 
Perhaps another deterrent factor in this matter 
concerns itself with the rather utilitarian function of 
the wind-band during the late seventeenth, eighteenth, 
and early nineteenth centuries. It was not until the 
great French national festivals of the late eighteenth 
century commemorating the Revolution that the wind-band 
began to display its potential as a medium of artistic 
expression and acquire a unique repertoire. 
Evidence exists to support the fact that composers 
of the late seventeenth, eighteenth, and early nineteenth 
centuries wrote music expressly for the wind-band medium. 
These are classified as "open-air" or outdoor compositions 
as contrasted with indoor or chamber music. Among the 
major composers are found Lully, Handel, J. C. and C. P. E. 
Bach, Joseph and Michael Haydn, Gossec, Cherubini, and 
Beethoven, as well as a multitude of secondary composers. 
Even though a surprisingly large number of compositions 
were written for the wind-band medium by the time of 
Beethoven's death, they are considered as minor efforts 
of major composers and major efforts of minor composers. 
This becomes more apparent when the wind-band repertoire 
is placed alongside that of the orchestra of the same 
musical periods. The art of serious musical composition 
for wind-band had not as yet become as universal as that 
for the orchestra. 
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It is interesting to note that many sources of music, 
especially histories of music, devote little, if any, dis-
cussion to the development of music for the wind-band. What 
is given is either very brief or in connection with military 
music or the military band. Farmer quotes Kappey in a very 
apt description of this situation. 
While historians revelled in description of the 
grandeur of ecclesiastical compositions, of the music 
of the princely palaces or the royal playhouses, the 
music of the people has been passed over with almost 
contemptuous indifference . • • as if they were . • . 
ashamed to mention the poor cousin who found inspira-
tion in the open air, or went a-soldiering.! 
What many sources do reveal, however, is a close 
association between the development of the wind-band and 
military operations. This is equally true for original 
wind-band music. When the wind-band did finally begin to 
accumulate a repertoire of its own during the seventeenth, 
eighteenth, and early nineteenth centuries, it was in 
connection with military functions. 
English sources praise highly this close relation-
ship between music and military functions. Zealley and 
Hume write that "'the pomp and panoply of glorious war' 
has from time immemorial had associated with it music of 
lHenry George Farmer, The Rise and Development of 
Military Music (London: William Reeve~l912), p. xv.--
4 
some sort."2 In the following statement by Farmer, he seems 
to point with pride to the fact that the importance of mili-
tary music in his country's existence is not forgotten in 
Britain. From Richards' Martial Airs of England, he states 
that "the martial airs of England encircle still the 
earth: "3 Farmer feels that these lines bring 
... to our mind's eye one self-evident truth of the 
glorious part played by our soldiers in their far-flung 
colonial conquests, in which military music contributed 
so vital a part although little acknowledged.4 
In connection with military functions, Moser lists 
four classifications of military music: 
(1) trumpet fanfares or fl~elhorn signals were 
sounded on the field, (2) music of the drum and fife 
corps, under the command of a drum major, was used 
mainly for reviews, (3) marches by regimental or 
battallion bands, under a military Kapellmeister, 
were used in the infantry, and (4) soldier songs.5 
Wagner, Hatton, and Goldman, among others, are in agreement 
that of the various types of military music used either on 
the march, at ceremonial parades, or in camp, the march is 
the most characteristic, distinctive, and idiomatic form 
2Alfred E. Zealley and J. Ord Hume, Famous Bands of 
the British Empire {London: J. P. Hull, 1927), p. 11. --
3Henry George Farmer, Handel's Kettledrums {London: 
Hinrichsen, Ltd., 1950), Preface. 
4Ibid. 
5Hans Joachim Moser {ed.), Musik Lexikon (Hamburg: 
Musikverlag Sikorski, 1955), Band II, pp. 708-9. 
of military music. 6 They feel that in the wind-band's 
repertoire, the march is the true and traditional musical 
form. Goldman goes on to say that "the march is to the 
band what the waltz is to the salon · orchestra. "7 
While the march constitutes a large portion of 
wind-band compositions of the same time-span, it suffers 
from comparison with the number of marches representing 
the period from the mid-nineteenth century to the present-
day found in the modern wind-band repertoire. 
I. THE PROBLEM 
5 
Statement of the problem. It was the purpose of this 
study to examine the scoring practices and techniques 
employed by composers in marches written for the wind-band 
from Lully to Beethoven, inclusively. Through an analysis 
of these practices, selected marches from each phase of the 
wind-band's development and the evolution of the march as a 
musical form from these same musical periods were re-scored 
for the modern wind-band. To attain these objectives, it 
was deemed necessary to (1) survey the historical back-
ground, evolution, and development of the wind-band from 
6Josepb Wagner, Band Scoring (New York: McGraw-Hill 
Book Company, Inc., 196oy:--p. 6; A. P. Hatto.n~ "Military 
Music," The Metronome (Vol. No.6, June, 19l7J, p. 54; 
Richard ~Goldman, The C~ncert Band (New York: Rinehart 
and Company, 1946) , P.l2 . -
7Goldman, The Concert Band, op. cit., pp. 206-7. 
the French oboe bands of the seventeenth century to the 
wind-band of the Beethoven period; (2) survey the histor-
ical background and evolution of the march form and examine 
the marches which were composed and those marches that are 
extant from the same historical periods; and (3) analyze 
the scoring practices for the wind-band as related to its 
instrumentation, together with a survey of the technical 
development of those instruments used in wind-bands from 
Lully to Beethoven. 
Importance of the study. Although recent years have 
indicated an increase in suitable original literature for 
the wind-band by major contemporary composers, the same is 
not true for the musical periods included in th i s study. 
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An inbalance occurs in the wind-band repertoire with regard 
to the amount of original wind-band compositions from all 
periods of musical history. Wind-bands must be content with 
music from the periods of this study in transcribed form, 
the original having been composed for other musical media. 
Marches from these same periods cannot always be played in 
their original form because of the inclusion of obsolete 
instruments in the original score, or because a modern wind-
band lacks one or more of the essential instruments. These 
marches, however, are quite suitable and flexible for scoring 
for the modern wind-band as many of the instruments named in 
the original score have their present-day counterparts in the 
modern wind-band. 
One purpose of the school wind-band is to serve the 
goals of the music education program. A facet of this pur-
pose is the study and performance of music of all types, 
styles, and forms from all periods of musical history. 
These marches, then, scored for the contemporary wind-band 
have educational and musical value as wind music represen-
tative of their respective periods of musical history. 
They afford the performers an opportunity for the study 
and knowledge of a particular form and style from these 
same periods. One avenue for attaining these ends is sug-
gested by new arrangements of selected marches from all 
phases of the wind-band's musical evolution and historical 
development. More important is the fact that the inclu-
sion of these marches will not only increase the historical 
and musical scope of the wind-band repertoire, but enhance 
its quality as well. 
II. DEFINITIONS OF TERMS USED 
Scoring. The term, "scoring," as used in this study 
includes both instrumentation and orchestration. Sources, 
including encyclopedias, dictionaries, instrumentation 
and/or orchestration books, vary in their respective 
definitions of the terms instrumentation and orchestration. 
Instrumentation is used here in a rather limited 
sense, meaning that which pertains to the ins~ruments 
r' 
7 
available and employed in the wind-band during each stage 
of its development. Orchestration is thought of artistic-
ally, or aesthetically, as the grouping of instruments in 
a manner designed to make the most effective use of their 
entire capacities on the highest and most tasteful level. 
As yet, no distinctive term is known to be 
definitely applicable to the process of arranging or 
orchestrating music for the wind-band. A few terms have 
been suggested in the past and have gained a certain 
amount of acceptance during recent years. Among these, 
is "band-orchestration" as the process of arranging music 
for the wind-band as distinguished from "orchestration" 
for the orchestra. Two other terms, perhaps more popular, 
are "bandstration" and "band arranging." A term which has 
found more recent acceptance is "scoring," and is the term 
advocated in this study. Scoring for the wind-band, then, 
is considered as the art or process of combining or group-
ing of wind and percussion instruments for the purpose of 
achieving a particular blending, color, and balance of 
tone produced by the various timbres which constitute the 
instrumental ensemble involved. Instrumentation is consi-
dered as one facet of the scoring process. 
Wind-band. Encyclopedic sources give a general 
term called "band" under which is listed various classifi-
cations: "brass band," "wind band, 11 "mill tary band, " 
8 
"symphonic band," and "jazz band." Band in the United 
States is currently used to denote "marching band, 11 11parade 
band, 11 "football band," or ·"gridiron band" when performing 
outd<Dors; and "concert band," "symphonic band," "symphony 
band," and "wind ensemble" when performing ·indoors; 
9 
although the same personnel may be involved in all instances. 
The term, "wind-band," is used in this study to 
designate any combination of woodwind, brass, and percus-
sion instruments whose musical performances are primarily 
concerned with military, civic, or artistic functions 
during the historical periods specified in this study. 
The wind-band of these periads cannot be considered 
in the same artistic sense as that of the late nineteenth 
and twentieth centuries. The word "band" usually suggests 
the term "concert band" which did not apply until the late 
nineteenth century when the band began to assume its 
developmental status as a musical medium which performed 
concerted music, or functioned for non-military or civic 
duties. The term, "symphonic band, 11 belongs to the twen-
tieth century which, like "concert band," is descriptive 
of its instrumentation and size ana, in part, the manner 
of scoring its music. When reference is made to the modern 
wind-band, it alludes to the nineteenth century development 
known as the "military band," "concert band," or more 
tersely, the "band" . 
10 
The march. For purposes in this study, the march is 
interpreted as a form of music indigenous to the wind-band. 
The march began its development and evolution in the late 
seventeenth century, had its greatest compositional impetus 
in the eighteenth century, and reached its highest classical 
and artistic transformation during the early nineteenth 
century with the works of Beethoven. 
The term, "maroh, 11 as used in this study refers to 
a form of musical composition written expressly for the 
Wind-band. It pertains to a military type of music called: 
(1) the "ordinary march," or "ordinary step," of a slow, 
. . . 
maestoso tempo, usually in 4/4, and used principally for 
military exercises, reviews, and parades; and (2) the 
"quick march," or "quick step" of a more rapid tempo than 
. . . 
the "ordinary march," occasionally in 6/8, but moat often 
in 2/4, and is the most common of all the marches. The 
term is further intended as a type of march distinctive 
from that incorporated in ballet entrees, theatrical or 
operatic productions, and orchestral suites, although the 
evolution of its form and style may be depicted in the 
latter as well as the above. 
III. DELIMITATIONS 
Historically, the development or evolution, the com-
posers, and the music of the wind-band shall include the 
late seventeenth, eighteenth, and early nineteenth cen-
turies. More specifically, the time span comprises tbe 
era of Lully and the court of Louis XIV to Beethoven's 
death. The discussion covering the historical periods 
prior to Lully is presented to point out the manner in 
which the wind-band and its music arrived at that stage 
of development in the late seventeenth century. 
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The discussion of scoring practices for the wind-
band from Beethoven to the present is included in Appendix 
B as an aid in the understanding of present-day wind-band 
scoring techniques. The style and form of wind-band music 
is limited to the march. Any other reference to wind music 
is in a comparative manner, and then only to 11open air " or 
outdoor music originally written for the wind-band, such 
as the divertimento, serenade, cassation, or feldpartita. 
Descriptions of wind and percussion instruments, 
their technical development and evolution, are confined to 
those specifically used in connection with the wind-band. 
The selected examples of marches, located in Appendix D, 
are scored for the modern wind-band of the secondary 
school and college levels of technical proficiency and 
instrumentation. 
IV. SOURCES OF DATA 
The sources of data cover three general categories: 
(1) published and unpublished literature; (2) collections 
of music manuscripts; and (3) published music. 
Review of the Literature 
Much bas been written with regard to the historical 
evolution and technical development of the wind-band, the 
background and evolution of wind-band music, and composers 
of wind-band music; but only brief references have been 
made to marches for the wind-band during the periods 
designated in this study. 
12 
General histories. This group forms the major part 
of the literature reviewed in the study. They were con-
cerned either with music history from a broad point of 
view, or with one phase connected with the wind-band, such 
as its development, music, or instruments. Included in 
this group are: histories of the organization and develop-
ment of wind-bands; histories of music; histories of music 
for wind instruments; histories of wind and percussion 
instruments; histories of instrumentation and scoring for 
strings, winds, and percussion; histories of scoring for 
the wind-band; and biographies of composers and their 
works, in general, or their works for the wind-band. 
Encyclopedias, dictionaries, and lexicons. This 
group provides the study with information pertaining to 
important facts and definitions concerning composers and 
various subjects pertinent to all ramifications of the 
wind-band. They also provide brief bibliographies for 
further research. 
Special studies. These include published books and 
unpublished doctoral dissertations devoted to one segment 
of the study. Particular topics are: orchestration, 
instrumentation, sc0ring for the wind-band, surveys and 
analyses of wind-band music, and bibliographical listings 
of known works for the wind-band. 
There are also unpublished special studies by pro-
fessional associations devoted to the problems of scoring 
for the wind-band and instrumentation for the wind-band. 
13 
Periodicals. This group forms a large portion of 
the literature reviewed, second only to histories. The 
information contained here is of a more specialized nature, 
in the form of articles, pertaining to: wind and percus-
sion instruments, specific composers and their contribu-
tions to wind-band music, histories of instruments or 
wind-band music of a particular period of history or 
country, discussions of collections of manuscripts, the 
wind-band repertoire, histories of the wind-band, and 
scoring for the wind-band. 
Collections of Manuscripts and Facsimiles 
14 
Manuscripts are located mainly in libraries and 
museums. Original autograph copies are available only in 
reproduced form, either in positive or negative microfilm. 
Source material is found in the Boston Public Library, the 
New York City Public Libr,ary, the Free Liorary of Philadel-
phia, the Sibley Library of the Eastman School of Music, 
the Isham Memorial and Music libraries of Harvard Univer-
sity, and the British Museum. Microfilms were obtained 
through University Microfilms, Incorporated of Ann Arbor, 
Michigan, and London, England. 
Published Music 
Musical anthologies and historical editions. These 
provide a small source of wind-band music. Of this group 
the Denkm£ler deutscher Tonkunst in Oesterreich, the 
Geschichte der Musik in Beispielen, and printed editions 
of sixteenth century virginal music are most significant. 
Complete works. The only composers in this study 
whose works require review within this category are Mozart 
and Beethoven. Their marches are located in the Beethoven 
II Werke and the Mozart Samtliehe Werke. 
15 
Miscellaneous sources. The public libraries men-
tioned above are a source of supply in this group. Copies 
of published and unpublished wind-band music by composers 
included in this study are made available either through 
inter-library loan service or reproduced by photoprint or 
photostat process for purchase. American music publishing 
houses whose catalogues list music pertinent to the study 
were solicited, namely, Theodore Presser, Associated, and 
the Peters Corporation. One main foreign source of supply, 
whose catalogue contains much literature of the type dis-
cussed in the study, is Musica Rara of London, England. 
Reproduction of Examples 
Original autograph manuscripts located in libraries 
and the British Museum, which could not be sent out on loan, 
were reproduced on negative or positive microfilm. Collected 
works and individual compositions which were not available 
on loan, as in the ease of the Brown Collection in the 
Boston Public Library, were reproduced by a photoprint 
process. Those available through inter-library loan ser-
vice were reproduced by the photostat , black on white, 
process. 
Another method of reproduction, in the case of brief 
examples of marches, wind-band music, and thematic examples, 
was the Bruning process. The process is similar to 
blueprinting, except that black on white results are 
obtained in this case. Examples were copied on trans-
parent manuscript paper, and then reproduced on a Bruning 
Copyflex duplicator using Copyflex paper and Bruning 71-P 
developer. The photoprint reproductions, as well as the 
original scores of the selected examples arranged for the 
modern wind-band, were photographed with a Rolleiflex 
camera using a No. 2 close-up lens and two No. 2 photo-
flood lamps. The film used was Kodak Improved Plus-X 
Professional Panchromatic No. 120, exposed at f:22 with 
a speed of 30. The film was developed in Ethol U.F.G. 
for 2-1/4 minutes, at 68 degrees Fahrenheit; stopping, 
fixing, and washing the film was standard. 
The microfilm and Kodak negatives were exposed 
through an enlarger, using a stop of f:ll, from twelve 
to twenty seconds, on 8-1/2" by 11" Kodagraph Standard 
Projection Paper. The paper was developed for ninety 
seconds in Dektol developer diluted 1:1; the remainder 
of the process was standard. The Kodagraph prints were 
dried in blotter books rather than the ferrotype process 
of heat drying. 
V. ORGANIZATION OF THE REMAINING CHAPI'ERS 
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Chapter II is devoted to a discussion of the general 
historical background and development of the wind-band from 
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the time of Lully and Louis XIV's . oboe bands in the seven-
teenth century to the death of Beethoven in 1827. Chapter 
III deals with the development of original wind-band marches 
and the evolution of the march as a unique compositional 
form of music for the wind-band. Chapter IV is devoted to 
an analytical discussion of scoring practices forfue wind-
band from the time of Lully and the French oboe bands of 
the seventeenth century to Beethoven and the wind or mili-
tary band of the early nineteenth century. Included in 
this analysis is a description of the technical development, 
improvement, and refinement of those wind and percussion 
instruments specifically used in the wind-band, along with 
their relationship to the instrumentation and scoring prac-
tices of the wind-band during those periods. Chapter Vis 
a presentation of the summary, conclusions , and recommenda-
tions pertaining to the study. 
Appendix A contains reproductions and facsimiles of 
original and published wind-band scores, wind-band music, and 
piano and orchestral scores of marches. Appendix B describes 
scoring practices for the wind-band from Beethoven to the 
present, with special emphasis on scoring for the school 
wind-band. Appendix C is an analysis of the arrangements 
of selected marches for the modern wind-band. Appendix D 
contains reproductions of the scores for arrangements of 
these selected marches. 
CHAPTER II 
THE DEVELOPMENT OF THE WIND-BAND TO THE END 
OF THE EIGHTEENTH CENTURY 
I. INTRODUCTION 
It is significant to note that musical encyclopedic 
sources refer more to the military aspects of the wind-band 
with regard to definition, development, use and purpose, 
than to any other aspect. Indeed, one such source offers 
considerably more information about the wind-band under 
the beading, "Military Band, " as compared with the beading, 
"Band."1 Hoby offers the British concept of the wind-band 
when he states that the " ••• true meaning of the words 
'military band' .•• stands for the full band proper, of 
i 112 wind and percuss on. . . . and that its reperto~ includes 
military and ceremonial as well as indoor concert music. 
Goldman is in agreement with this when he writes that: 
. . • the prototype of the present concert band, and 
many band usages still prevalent • • • stem directly 
from the days wh~n all bands of importance were attached 
to the military.j 
1oscar Thompson ( ed.), "Military Band," The Interna-
tional Cyclopedia of Music and Musicians {New York: Dodd, 
Mead and Company, !946) , p . -ri51. 
2charles Hoby, Militar) Band Instrumentation (London: 
Oxford University Press, 1936 ,-p:-vii. 
3Richard F. Goldman, The Concert Band (New York: 
Rinehart and Company, Inc., 1946), p. 4.------
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During the time of Shakespeare, the term, "band, " was 
used synonymously with the word noise. Until the seventeenth 
century and the era of Lully's French oboe bands, the term, 
generically used, meant an assemblage of all instruments, 
regardless of type, employed by royalty and aristocracy for 
court or civic ceremonies or for theatrical entertainment. 
Throughout the wind-band's history, many forms con-
tributed to the flowing stream of its development up to the 
seventeenth century. Retrogressively, these include the 
English bands of Waits, the Swiss Fife and Drum corps, the 
German Trumpeter and Drum corps, Th~rmer, Stadtpfeiffer, 
and bands of Minstrels. Each brought certain strong influ-
ential factors to bear on the wind-band concerning changes 
and growth in instruments, instrumentation, size, reper-
toire, purpose, and function. 
Though a cursory glance at the previously named types 
of bands indicates that the historical development of the 
wind-band may be explained on the basis of a primarily mili-
tary function, a more proper perspective may be obtained by 
reflection on the involved interaction of sociological, 
cultural, and aesthetic factors to which these various types 
allude.4 Hind tends to be more specific when he finds that: 
~arry Irving Phillips, "An Historical and Compara-
tive Study of Scoring Practices for American Concert Band" 
(unpublished dissertation, Boston University, Boston, 1959), 
p. 1. 
.•• the British wind-band of the present time is 
the result of three converging lines of development, 
viz.: the Waits, the Royal Band or King's Musick, and 
~bands of the British Army.5 
The Military Function 
20 
From the earliest historical times, small groups of 
wind players were used to provide music for military func-
tions and ceremonies. Utilizing a twofold purpose, they 
served to arouse a greater fighting spirit among the troops, 
and served as a method to convey orders and commands. 6 Cen-
turies before Christ, nations realized the value in using 
music during battle as a means of exciting emotions. An 
apt description of the power of music to inspire men to 
do battle is offered in a quotation from Butler's Hudibras 
by Farmer. 
(The sound) of trumpet and of drum 
That makes the warrior's stomach come; 
Whose noise whets valour sharp, like beer 
By thunder turned to vinegar; 
(For if you hear a trumpet sound or dr~ beat 
Who bas not a month's mind to combat?)' 
It was thought that the greater the battle strain, the more 
music was needed, and the more powerful was its appeal. 
5Harold c. Hind, Wind Band (London: Hinrichsen, 
Ltd., 1952), p. 183. --
6Hector E. Adkins, Treatise on the Military Band 
(London: Boosey and Hawkes, 1945),-p.~ ------
7Henry G. Farmer, The Rise and Development of Mili-
tary Bands {London: William Reeves,-1912), p. 1. - --
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Summarily, Farmer feels that "the modern military band, in 
its wider significance, was cradled, nurtured, ana developed 
to its present perfection under the need and stress of 
martial array. ,8 
A Utilitarian Character 
The evolution of the wind-bane is also related to the 
political and social conditions throughout the history of 
Europe. That this signifies a military function, in part, 
has been suggested. A further explanation is that wind-
bands have always been more or less utilitarian in charac-
ter. Goldman claims that this subservient quality was 
reinforced by the fact that the band, as an ambulatory 
musical organization, found an audience only among the 
musically unsophisticatea.9 
Much of the traditional concept of the wind-band 
concerning its utilitarian-outdoor function is due to 
Islamic influences which have contributed to its aevelop-
ment. Baines describes the old style concerted music of 
the East as having a broad twofold division: artistic 
10 indoor music (soft) and ceremonial band music (loud). 
8Henry G. Farmer, Military Music (London: Max 
Parrish and Company, 1950), p. 9. 
9Goldman, £E· cit., p. 10. 
lOAnthony Baines, Woodwind Instruments and Their 
History (London: Faber and Faber, Ltd., 1943):-Pp. 231-5. 
Loud music (the outdoor band) was heard at a great variety 
of public and private functions. Chiefly used were wind 
and percussion instruments, such as the shawm, trumpet, 
drums, and occasionally cymbals. The soft, or indoor, 
music was heard at functions given by the nobility, offi-
cials, and wealthy class, even in such places as theatres 
and cafes. For this type of music, stringed instruments 
were used; an instrument from the flute family would be 
the only wind instrument allowed among the strings. 
Baines quotes from a late fourteenth century poem 
Les Echecs amoureux (The Repulsed Lovers) to point out 
another use of the band of Renaissance Europe: 
When the people wish to dance or stage a grand 
celebration, the loud (haut) instruments are played, 
for their great noise pleases the dancers better; 
they include trumpets, tabors, ¥fkers, cymbals, 
bagpipes, shawms, and cornetts. 
Loud music {the outdoor band), which was preferred for 
dancing, subsequently started the Westernization of the 
medieval band. In contrast, Les Echees amoureux says of 
soft music in Europe: 11 ••• when less noise is required 
one plays tabor-pipes, flutes, and doucaines, which are 
soft and sweet, and other such soft (bas) instruments. 1112 
llibid.' p. 232. 
12Ibid., p. 234. 
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Though Baines identifies soft instruments as including the 
recorder, he admits that the douoaine defies identification 
even today. l3 
Farmer feels that a person confronted with the term, 
military music, immediately and instinctively visualizes 
"the pomp and circumstance of glorious war."14 While it is 
true that the terms belong to the music of the armed forces 
in the strictest sense, it bas eome to signify, at least in 
most musical dictionaries, any combination of woodwind, 
brass, and percussion instruments, as contrasted with the 
orchestra. The evolution or development of the wind-band 
must, therefore, be viewed through many variable and com-
plex elements which have accompanied its evolution, such 
as the music, instrumentation, and function. 15 
II. THE SEVENTEENTH CENTURY 
With the opening of the seventeenth century, a rather 
rapid rise in popularity of music for wind instruments can 
be noted. A few factors tended to interact upon each other 
to bring this about. Dart lists these as consisting of: 
. the bewildering array of musical idioms in use; 
the rapid fluctuations in musical taste brought about 
13Ibid. 
14Farmer, Military Music, loc. cit. 
15Phillips, loc. cit. 
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by the dictates of fashion, changes in the structure of 
society, and political upheavals; the unusual variety 
of technical difficulty in the music itself, ranging 
from the very simple to the extremely advanced; the 
frequent use of obsolete instruments side by side with 
those represegted in the orchestras of more modern 
times .••• 1 
Generally speaking, this new era may be character-
ized by a striving, in composition and performance, for 
strong emotion, an invocation to the heart. The nuove 
musicbe, or new music, started with the advent of the 
music drama; singing was considered the natural medium 
of musical expression. The influence on instruments was 
obvious; a trend was toward a high degree of selectivity 
of instruments. Selection was based on the expanse of 
playing register, capacity for producing contrasting 
shades of dynamics, capability of lyricism, and above 
all, the ability to effect a singing tone like the human 
voice. Instruments which were incapable of expression or 
the required flexibility were either discarded or confined 
to registers which did not demand an emotional quality. 
Sachs records that "rankets, cromornes, schryari, rausch-
pfeifen, bagpipes were put aside."17 Instruments retained 
included the bassoon, shawm or oboe, and the flute. The 
l6Thurston Dart, The Interpretation~ Music (London: 
Hutchinson's University Library, 1954), p. lr03. 
17curt Sachs, The History of Musical Instruments 
{New York: W. W. Norton and Company, 1940), p. 352. 
tendency toward a more dramatic style in music attached 
some rather unique characteristics to certain woodwind and 
brass instruments. Dart gives the f0llowing descriptive 
classifications to those instruments pertinent to the 
wind-band: 
• • • oboes in the early part of the century were 
funereal, trombones supernatural . . . trumpets and 
tympani noble and princely! cornetts aristocratic, 
flutes and drums military. 8 
As previously suggested, the growth in apprecia-
tion of wind music is attributed, in part, to existing 
social conditions. This appreciation permeated the royal, 
civil, and military realms. At the one extreme of the 
social strata, the extravagant luxury of the courts and 
aristocratic life, plus a desire to display authority 
through colorful pomp and pageantry, was accompanied by 
what Farmer describes as "lowde musicke."19 The Renais-
sance gave rise to a class of society considered to be at 
the lower end of the social scale, namely, the merchants 
and guilds of craftsmen. The advent of wealth on the part 
of the latter class developed with it a taste for the 
manner of living heretofore restricted to the aristocracy, 
including musical entertainment. If either aesthetic 
discrimination or sufficient financial support were found 
18 8 Dart, op. cit., pp. 12 -9. 
19Farmer, Military Music, op. cit., p. 26. 
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lacking, this class could still have "open-air" music of a 
rather unsophisticated type, namely, the town bands. 
Under England's House of Stuart, from James I to 
Charles II, a century-old penchant for entertaining music 
performed by shawms and trombones was continued. For pure 
military purposes, the fife and drum band sufficed, while 
court pomp and pageantry was made all the more resplendent 
by the royal trumpeters. 20 Germany and France followed 
the English use of trumpeters and kettledrummers by main-
taining bands of this combination in their courts. 
The kettledrums were allowed only in corps d 1elite 
whose ranks were made up of noblemen who held the rank of 
colonel. This is especially true of Germany, France, and 
England. So exceptional a position was bestowed on the 
kettledrum that in military parades and reviews it pre-
ceded the colonel's company, mounted on a horse, except 
in English artillery regiments. Here, the kettledrums 
were plaeed on a small low carriage pulled by horses with 
the drummer seated therein playing the instruments.21 
Brenet suggests the high regard given the kettledrum when 
he cites Mallet's work entitled Les Travaux de Mars (The 
Works of Mars) of 1691: 
20 8 Ibid., p. 1 • 
21Michel Brenet (Marie Bobillier), La Musique 
Militaire (Paris: H. Laurens, 1917), p. 51. 
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"The kettledrummer ought to be a man of courage and 
sooner seek to perish in combat rather than be allowed 
to be seized with his kettledrums ... one must have 
27 
a beautiful arm and a true ear and be pleased to enter-
tain his master with pleasant airs by his actions of 
merry-making. . . . There is no other instrument which 
renders a more martial tone than the kettledrum, prin2-cipally when it is accompanied by several trumpets. 11~ 
Prior to the seventeenth century, the nobility main-
tained musical aggregations of various types, including 
wind groups. At this time, there were no organized mili-
tary wind-bands in the sense that military regulations 
specified provisions for musicians in the ranks. Those 
officers in command of armies or regiments who desired 
music of any sort were expected to provide for it out of 
their own pockets. 
Lully and the French Oboe Bands 
Until the latter part of the seventeenth century, 
the extent of military music was twofold: signalling by 
trumpets and drums; and to accompany marching troops by 
fifes or bagpipes in combination with drums. The starting 
point of the military wind-band, as is understood here, is 
said to be from the reign of Louis XIV of France (1643-
1715). Louis' great interest in military music resulted 
in his employment of Lully, his court composer at the time, 
to organize regimental bands for him. Assisting Lully in 
22Ibid., p. 48. 
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writing or arranging marches, airs, ana traditional tunes 
for these bands were members of the Hotteterre and Philidor 
families. 
Within the elaborate household of entertainers and 
musicians maintained by Louis XIV was an equally elaborate 
' 
organization of wind players called the Grand Ecurie (Great 
Stable). This group was divided into five corps consisting 
of: (1) the trumpets, (2) the fifes and drums, (3) the 
violins, shawms, sackbuts, and cornetts, (4) the krumhorns 
and trumpets marine, and (5) the oboes and musettes de 
poitou (a type of bagpipe). 23 The most significant fact in 
the organization of these regimental bands was the adoption 
of the oboe family of instruments to the existing wind-bands, 
thereby replacing fifes and trumpets. Farmer claims that 
this "idea seems to have come from the shawm (zurna) and 
drum (dawul) bands of the Turkish Janissaries. n24 
These oboe bands were to become the first regularly 
constituted military wind-bands performing marches speci-
fically composed for them. Most sources are divided as to 
who exactly established these bands. Haas, and others, 
claim that the "next landmark in the history of military 
23Josef Marx, "The Tone of the Baroque Oboe," The 
Galpin Society Journal (Number 4, June, 1951), p. 10.---
24 Farmer, Military Music, op. cit., p. 22. 
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music was Louis XIV's order of 1670"25 which established 
double-reed bands with drums. Goldman in one source claims 
that "Louis XIV had established bands of oboes to perform 
26 
marches and signal calls." In a later source, he states 
that these oboe banos were "organized about the middle of 
the seventeenth century by Lully."27 Kappey gives his 
assent to Louis XIV, 28 while Carse votes in favor of 
Lully. 29 A further controversy may be noted in the fact 
that Farmer claims that because the Germans used the term 
Hautboist to designate a bandsman, this suggests that they 
borrowed the custom of oboe bands from the French.3° Oppos-
ing this viewpoint is Kastner, the earliest sour·ce of all, 
who makes a case for the Germans stating that it was the 
French who actually borrowed the idea from the Germans who 
had conceived oboe bands prior to their incorporation by 
25Karl Haas (ed.), Three English Military Marches by 
Joseph Haydn (London: Oxford University Press, 1937). 
26Richard F. Goldman, The Band's Music (New York: 
Pitman Publishing Company, 1938}, p. 25. 
27Goldman, The Concert Band, op. cit., p. 23. 
28Jacob A. Kappey, Military Music - A History of 
Wind-Instrumental Bands (London: Boosey ana Company,-r894), 
p. 77. 
29Adam Carse, The History of Orchestration (London: 
Curwen and Sons, 1925~p. 69. 
3°Farmer, Military Music, loc. cit. 
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Louis XIV. He bases this on the contention that all new 
concepts regarding military activity, and especially mili-
tary music, came through nations borrowing from each other, 
mainly from Germany. "It .is in imitation of the German 
troops , 11 Kastner writes, "that ours adapted the oboes, 
cymbals, and kettledrums. it3l Brenet , on the other hand, 
states that according to a German author, the Princes of 
Europe mimicked what was avidly taking place at Versailles 
at that time. He does not find it in the least astonish-
ing that in not over ten years after Lully's formation of 
oboe bands for Louis XIV, almost all European armies found 
themselves provided with similar corps of military music.3 2 
What is important here is that, probably for the 
first time in the wind-band's history, there is a concerted 
effort to produce a recognizable musical effect rather than 
merely a desire to increase the noise. 33 Brenet suggests 
that Louis XIV was interested not only in the precise regu-
lation in usage of instruments, but also in the cultivation 
' 4 
of military music as an art.3 Military music was used to 
accompany the coordinated and synchronized movements of 
31Jean Georges Kastner, Manuel Generale de Musique 
Militaire A L'Usages des Armees Francaises (PariS: Firmin 
Didot, 184ff), p. 105. 
32Brenet, op. cit., p. 48. 
33Kappey, Military Music, op. c i t., p. 68. 
34Brenet, op. cit., p. 44. 
troops in such military movements as parades, reviews, and 
guard mounts. As was true of much of the activity in the 
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French court of that time, these military actions also were 
probably viewed as another spectacle for the entertainment 
of the members of the royal household. 
The idea of oboe bands expands. As an exile from 
England, Charles II made his residence in France where he 
came in contact with the French oboe bands. The impression 
these made on him must have been vivid, for in 1684-5, after 
his return to England, he issued a warrant for their intro-
duction into his infantry regiments. The oboes were employed 
in combination with regimental side-drums, while the trumpet 
and kettledrum continued to be restricted for use by the 
cavalry and in ceremonial functions. The momentus step in 
which the first official recognition of army instruments, 
other than fifes, trumpets, or drums, by the introduction 
of oboes into English bands was in the year 1678. Charles 
II's warrant provided, in part, for " ... authorizing the 
entertainment of twelve oboes in the King's regiment of foot 
guards in London .... "35 With the introduction of oboes 
35Farmer, The Rise and Development of Military 
Music, op. cit. , p:-4r:-- --
into the wind-bands, military wind-bands had their first 
true beginning in England.36 
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In 1701, August the Strong, King of Saxony, ordered 
his general staff to equip each of his regiments with a 
military band. Since the officers had to assume most of 
the expense for maintenance of military music, they endea-
vored to make it first serve their pleasure.37 The expand-
ing influence of the "French model" oboe band into other 
countries may be noted by Brenet who informs that, 
... the regimental rosters of 1683, in the army of 
the Duke of Savoy, Victor Amedee II, permitted six 
oboes and other musicians for the regiment of national 
guards and four for that of the Blue Dragoons and that 
the "Mar.Gh of the Musketeers 11 by Lully serve for the 
drills.:;~ 
Town bands. Town bands were imposed with a diver-
sity of official and social duties. Farmer, in describing 
them, says that, 
... besides playing twice daily, they officiated at 
the great public functions, taking part in processions, 
providing incidental IDMSic for mystery plays, as well 
as playing in church.j~ 
36Ibid., p. 48; Hind, op. cit., p. 184; Harold C. 
Hind, "Military Band," Grove •sDictfonary of Music and 
Musicians1 Vol. V, p. 766 (London: MacMilliri and Company, Ltd., 195~), p. 766. 
37 Brenet, op. cit., p. 51. 
38Ibid., p. 52. 
39Farmer, Military Music, op. cit., p. 19. 
As the eighteenth cent~ry approached nearer, progress is 
noted in instrumentation, musical compositions, and pre-
sumably, manner of performance by these bands. One may 
assume on the basis of these factors that the wind-band 
had emerged from the state of barbarous noise of former 
years. Goldman claims that the band, in its present form, 
traces its lineage from "the eventual modification and 
i f t - " 40 th 1 t f f d merg ng o . . . wo usages, e mi i ary i es, rums, 
and trumpets, and the ensembles of similar instruments 
used for secular music during the sixteenth and seven-
teenth centuries. Kappey classifies the band at this 
time as a distinctive group or type, namely, " ... the 
full orchestra addressing itself to the cultivated musical 
intellect, whilst the military and brass bands appealed to 
the masses at large. n41 
III . '!'HE EIGHTEENTH CENTURY 
'!'he importance of the wind-band increased by the 
merging of three significant elements within its organiza-
tion and function. '!'heir interrelatedness makes it 
40aoldman, The Concert Band, op. cit., p. 21. 
41 Jacob A. Kappey, "Wind Band, 11 Grove 1 s Dictionary 
of Music and Musicians (New York: The MacMillan Company, 
1911), vo~v, p. 536. 
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difficult to ascertain any order of importance. Thus, their 
order of presentation here is concomitant rather than a 
sequential listing. 
The first of these was the evolution and improvement 
of three wind instruments, namely, theclarinet, bassoon, 
and French horn. They became very important additions to 
wind-bands, so much so that the clarinet pushed the highly 
popular oboe into second place. The second element was a 
revitalization of an eighteenth century vogue called 
"Turkish music" which the Crusades brought to Europe but 
which had been in a state of neglect. Until this period, 
only traces remained in wind-bands. Although "Turkish 
music" appears as a temporary fad, it nevertheless left 
some ineradicable traces on European music in general and 
on wind-band music in particular. The third element, 
which could be considered as a catalyst for the first two, 
was Prussia's contribution to wind-band music known as 
Harmoniemusik. This was a particular combination of wind 
and percussion instruments which was to have as great an 
influence in the evolution of the wind-band as had the 
oboe bands of Louis XIV. A later, more detailed discus-
sion will be devoted to the clarinet, bassoon, and French 
horn in their relation to the wind-band. 
The Influence of "Turkish Music" on .Wind-bands 
From the fall of Constantinople in 1453 until the 
end of the seventeenth century, Europe witnessed constant 
Turkish depredations. In the Turkish army was an infantry 
troop noted for its ruthlessness, barbarism, and prowess, 
known as Yenicheri (new troops), a name that became cor-
rupted into Janizarie. The Janizarie troops had their own 
martial music which is said to have been very effective 
and well-aaapted for the march or for the battlefield. 
Bessaraboff writes that, 
During the battle the musicians were stationed by 
the standards of the commanders, and played inces-
santly, thus encouraging the fighting spirit 9f their 
men and instilling horror into their enemies.42 
The latter fact becomes more obvious when the instrumenta-
tion of their band is noted. The band consisted of zarnas 
(a kind of small schalmey or oboe), several instruments of 
the zarna type but pitched an octave lower, and fifes to 
constitute the melody section. Presumably the effect 
produced on these instruments was a piercing, ear-shatter-
ing squeal, since the main purpose of the ensemble was not 
artistic expression. They were accompanied by large and 
small kettledrums, large regimental-type side-drums, bass 
42Nicholas Bessaraboff, Ancient European Musical 
Instruments (Boston: Museum of Fine Arts, published by 
the Harvard University Press, 1941), p. 20. 
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drums, pairs of large and small cymbals, tambourines, and 
triangles, and crescents43, the whole ensemble resulting 
in a noise and din never heard before. 
As to the effect of this music, Schubart writes 
that "the character of this music is so warlike, that even 
44 
cowardly souls throw out their chests. 11 The most valu-
able aspect of Janizarie music was apparent when performed 
on the march. The manly and martial nature of the music 
required a strong, rhythmic pulse; there is little doubt 
that this was possible to produce by the conglomeration 
36 
of percussion instruments noted above. The rhythmic pulse, 
or beat, was so predominating that it must have been diffi-
cult to march out of step. European army commanders attri-
bute the invincibility of the Janizaries to this factor. 
The credit for the introduction of "Turkish music" 
into Europe seems to be controversial. Many sources quote 
Kappey who affirms that August II, King of Poland and 
Elector of Saxony (1709-1733), received a gift from his 
neighbor, the Sultan of the Turks, consisting of a Jani-
zarie band completely equipped .45 Brenet, on the other 
43A percussion instrument consisting of several 
transverse brass plates in crescent shape, topped by a 
hat-like pavilion, and hung with a great number of small 
bells, all of which are suspended on a long pole. 
44Bessaraboff, op. cit., p. 23. 
45Kappey, Military Music, op. cit., p. 82. 
han~, claims that sources place the introduction in Russia 
during the reign of Empress Elizabeth (1741-1763). 46 
Regardless of these conflictingclaims, there is no doubt 
that August II did receive a full military band from the 
Sultan. There is also no doubt that the appearance, repu-
tation, and character of Janizarie music all combined to 
make a tremendous impression on the Europeans, which in 
turn created a vogue for "Turkish music" throughout all 
Europe. 
Turkish, or Janizarie, music came to mean the adop-
tion of their battery of percussion and concussion instru-
ments into European wind-bands. Farmer states that the 
adoption of these percussion instruments was most oppor-
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tune because the value of military music was being seriously 
criticized and doubted by military authorities at this time. 
The ability of these percussion instruments as pace-makers 
was recognized as being excellent and of great value, and 
their incorporation was affected at once. 47 
After the adoption of "Turkish music" by Poland and 
Russia (depending on which point of view is accepted), 
Austria and Prussia followed suit. It is not certain when 
46 Brenet, op. cit., p. 67. 
47Henry G. Farmer Handel's Kettledrums (London: 
Hinrichsen Limited, 1950~, p. 44. 
France adopted this form of music into their military bands, 
but Marshal de Saxe's corps d'elite, the Uhlans, employed 
it during the war of 1741. 48 By the latter part of the 
eighteenth century, almost every European army had intro-
duced "Turkish music" into their regimental bands. Although 
this music was all the rage on the Continent, it seems 
typical of English conservatism to resist this trend for 
almost half a century. Farmer is not sure when England 
"succumbed to the 'Turkish music' craze," but he does 
point out that the "Royal Artillery Band has it as early 
as 1786. "49 
Poland, Prussia, Russia, and Austria did not merely 
adopt the use of Janizarie instruments in military music, 
but secured the services of native Janizarie musicians to 
perform in the wind-bands as well. These native percus-
sion sections, however, soon decreased for several reasons. 
First, the death of the original players left many vacan-
cies which were taken over by negroes (Africans). The 
second cause was brought about by the Turks themselves. 
They had gradually become so temperamental that they grew 
extremely unpopular and were destroyed wherever they 
could be found. 
48Farmer, The Rise and Development of Military 
Music, op. cit., p:-7~ --
49Ibid.' p. 73. 
The contributions of the Janizarie bands to the 
development of the wind-band were constructive ones. A 
certain enrichment of the art of wind music came about due 
to these bands. This consisted mostly in the addition of 
new instruments which, in time, led to the modern military 
and symphonic wind-band. For example, the small zarnas 
were replaced by the oboe, and the larger zarnas by the 
bassoon; the kettledrum was discarded, but the bass drum, 
cymbals, triangle, and crescent remained as basic elements 
of the military band. The horn and trumpet were added 
later to complete the wind section of the bands. Almost 
one-third of the band's instrumentation now consisted of 
percussion instruments. Bessaraboff relates the effect 
that it had on the European bands when he says that it 
brought a "robust, manly, emotional element of martial 
music into the stuffy and nervous atmosphere of Europe. 11 50 
Harmoniemusik 
If France was the world leader and source of the 
art of wind music at the opening of the eighteenth cen-
tury, she was to relinquish this position to Germany, 
which country, during the first half of the eighteenth 
century, led in military music with most of the other 
5~essaraboff, op. cit., p. 24. 
39 
European nations following her example. Farmer gives as 
the deterrent factor in the progress of bands in England 
the "revival of the 'drums and fifes,' which were adopted 
in 1748 after the Flanders campaign. u5l 
The wind-band, in general, and military music, in 
particular, assumed a still more definite form from 1763 
on because of a general movement initiated in Germany by 
Frederick the Great, King of Prussia. Up to this time, 
the Germans had bands attached to regiments at the expense 
of the state, and these were authorized in only a select 
few military units. Their usefulness had been obvious and 
all regiments had a band. Since there was no fixed plan 
of organization as to number of men and instruments, the 
decisions in these matters rested with the commanding 
officer or bandmaster. 
Frederick the Great is given credit for being the 
first military commander who realized the true value of 
the military band to the common soldier. He seems to have 
had the foresight of evaluating military music as a fine 
source of esprit de corps for his troops through a better 
organization of bands. This system of organization 
resulted in the establishment of an instrumentation con-
sisting of oboes, clarinets, horns, bassoons, and drums, 
51Ibid . , p. 53 . 
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with an occasional addition of trumpet. The combination 
was known on the Continent as Harmoniemusik and became the 
foundation upon which further developments of the wind-band 
were to manifest themselves. When used for military pur-
poses, it was called Feldharmonie. 
A print dated 1753 shows a guard-mounting ceremony 
by a British Horse Guards in which a wind-band of two 
oboes, two clarinets, and two bassoons is depicted. 52 
Farmer writes that during the first half of the eighteenth 
century, the British Food Guards band "numbered no more 
than six performers, two oboes {or two clarinets), two 
horns, and two bassoons being the usual combination."53 
The idea spread rapidly throughout Europe. France 
established similar ensembles for the Gardes Francaises 
about 1764, and for her infantry regiments in 1785-8. 
Around 1769, Austria appointed bands of the same type for 
her armies. Of English regimental bands, Farmer admits 
that little is known except in the case of the Royal 
Artillery Band, which was purported to be one of the old-
est military bands still in existence. In 1762, "Captain 
William Phillips, then commanding the Royal Artillery in 
52Haas, loc. cit. 
53Farmer, The Rise and Development of Military 
Music, op. cit., p:-5r.-- --
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Germany, established the 'regiment's musick' in a band of 
eight musicians."54 Hatton refutes this claim by stating 
that the singular honor of being the first English military 
unit to have a permanent organized band of some sort goes 
to the 19th Foot Guards, "which in 1747 formed a band of 
drums and fifes. u55 Hatton qualifies this claim by 
pointing out that the Goldstream Guards "were the first 
to have a military band as at present understood. n56 He 
relates an incident showing how this came about. In 1783, 
the bands of the three Goldstream Guards' regiments were 
made up of eight musicians each (probably the Harmonie-
musik combination). One Lord Cathart of the Coldstreamers 
ordered his band to play for the pleasure of the officers 
during an acquatic excursion. The musicians refused on 
the basis that the occasion was derogatory to their inde-
pendence and self-respect. Naturally, the officers were 
desirous of having a band on which they could depend for 
all occasions since the financial support came from their 
personal pockets. They appealed to their commander-in-
chief, the Duke of York, who was at this time in Hanover. 
54Farmer, Handel's Kettledrums, op. cit., p. 19. 
55A. P. Hatton, "Military Music, " The Metronome 
(New York: The Metronome Publishing Company, June, 1917), 
p. 54. 
The Duke consented to their wishes and, with the approval 
of the King, dispatched a band of twenty-four German musi-
cians and three negroes to England.57 The instrumentation 
included clarinets, horns, oboes, bassoons, trumpets, 
trombones, and serpents. The percussion instruments were 
played by the negroes who bad by this time started to 
replace the rapidly disappearing Janizaries. 
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Military units returning to England from wars on the 
Continent brought with them several "made in Germany " wind-
bands. The German musicians making up these bands, though 
outfitted in military uniforms, were civilians. Their sole 
military duty was to play the guard from St. James Park to 
the palace and back. Their pay was subscribed by the 
officers of the regiment. The use of foreign musicians 
met with general approval among other military units, and 
led the British War Office to permit regiments to raise 
similar wind-bands at the expense of the officers. It 
a·hould be noted that this combination of instruments 
brought the wind-band one step closer to the modern wind-
band. 
As a general result of this innovation, a certain 
rivalry began to rise up between various regiments with 
regard to their bands. Skilled foreign musicians, mostly 
57 Ibid . , p. 55. 
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Germans, were employed as bandmasters, and no expense was 
spared to procure the finest performers and best equipment 
at the time. Competition did not seem to be based solely 
on musical competency, but more on the band's appearance, 
especially concerning the negroes. 'l'hese "blacks " as 
' 
they were dubbed, were outfitted in the most fantastic 
costumes available, and displayed a great amount of agility 
and ability in their performance on percussion instruments 
in what was described as a rather bizarre manner.58 
Undoubtedly, they performed their rhythmic functions 
quite admirably as Farmer points out that this " ... new 
craze helped to bring about the restoration of the musically 
cadenced step."59 The negroes remained a part of the 
English regimental bands until the accession of Queen 
Victoria, after which time they quickly declined from the 
ranks. Though musicians were present in the line of action, 
they were not employed in fighting. Even the tips of their 
swords were broken off as an indication of their status. 
From around 1763 to 1783, the basic instrumentation 
consisted of the old Harmoniemusik with the addition of 
flutes or piccolo, trumpet, serpent, and varying percussion 
instruments. From about 1794 to 1800, wind-bands show 
58Brenet, op. cit., p. 56. 
59Farmer, Military Music, op. cit., p. 37. 
similar instrumentations but with or without oboes. Hind 
claims that "the om~ion of the oboe may be due to the 
possibility of the clarinet players being double-handed, 
able to play either instrument as required. "6° Farmer 
infers that the oboe tone was no longer needed because of 
the clarino-quality tone produced by the clarinet. 61 He 
also attributes the addition of more instruments to the 
wind-band as a necessary effort to balance the extreme 
volume caused by the "Turkish music" section rather than 
62 progress in musical art, or scoring techniques. 
At the end of the eighteenth century, regimental 
bands were diverting from their primary purposes. The 
officers responsible for the financial support of the 
"band fund" began to make use of the music for their own 
personal devices, even to the extent of hiring it out on 
civic or private occasions. An example of this is the 
advent of public open-air concerts which became a popular 
medium in the capital cities throughout Europe. An inno-
vation in French military band regulations occurred in 
1762. Marshall Biron, colonel of the French Guards regi-
ment, obtained from Louis XV a warrant establishing a body 
60Hind, Wind Band, op . cit . , p . 187 . 
61Farmer, Military Music, op. cit., p. 39. 
62Ibid. 
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of music double in size as compared to the officially 
authorized eight. The expenses would be borne by the 
public treasury rather than the personal contributions 
of the regimental general staff, as had been the custom 
46 
up to this time. The double octets consisted of four oboes, 
four clarinets, four horns, and four bassoons. 63 
These new trends in French military music caused the 
Comte de Crissein to lodge vociferous complaints against 
French army bands in 1770. The Count, a soldier, felt 
strongly against any instruments other than the trumpet 
and drum for use as martial music. According to de Cris-
sein, clarinets, bassoons, and horns could serve no pur-
pose other than to add gaiety to the soldier's life. The 
Count declared, therefore, that this form of music was 
superfluous, extravagant, and m0re suitable to the Court 
of Versailles than the military barracks. His bitter 
criticisms, however, did not prevail against this move-
ment which had by now become quite general throughout 
Europe. The Count's writings had, in particular, no 
restraining effect regarding the growth of the French 
Guard's band . Between 1762 and 1789, the number of 
authorized musicians increased from sixteen to thirty-two, 
with the band's increasing appeal overflowing beyond the 
63Brenet, op. cit., p. 56. 
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framework of its military obligations. 64 Farmer, in review-
ing the Count's remarks, felt that he simply "forgot the 
value of the corps de musique to the body politic and 
social."65 
The gradual evolution in the functions of the mili-
tary band during the eighteenth century has been examined. 
Growing from a small ensemble with a purely martial pur-
pose to that of supplying music for the pleasure and pres-
tige of its officers, it finally blossomed out into a large 
semi-public ensemble performing music for the general 
public. It is evident, then, that the military band 
encroached on the functions of the almost defunct town 
band. As shall be seen later, this development greatly 
influenced the growth of the wind-band which was to have 
its most powerful impetus from a non-musical force. 
The interrelationship of the military and public is 
all the more evident when attention is directed to the fact 
that, in many cases, hired professional musicians made up 
the ranks of army wind-bands. The bandmaster was now 
receiving greater recognition as well as the band itself. 
During this period, the bandmaster usually performed and 
conducted the band at the same time; many of them were 
64 Ibid . , p . 6 0 . 
65Farmer, Military Music, op. cit., p. 30. 
oboists. In England, there was an inclination toward 
foreigners as bandmasters, mainly Germans or Italians, but 
for some peculiar reason, the British War Office strictly 
forbid the use of Frenchmen. 66 
IV. THE WIND-BAND FROM THE FRENCH 
POST-REVOLUTIONARY PERIOD TO 1816 
The most noteworthy factors which contributed to 
the development of the wind-band thus far have been: the 
addition of oboes to military bands, especially in the 
court of Louis XIV; the adoption of percussion instruments 
from the Janizarie bands, which helped to achieve a more 
precise rhythmic pulse and a cadenced step; and the first 
attempt to organize military wind-bands on a more definite 
basis by Frederick the Great of Prussia. From an artistic 
sense, perhaps the greatest influence in the progress of 
wind-band development is thought to have come from the 
French Revolution.67 
With the revolutionary events beginning in France 
in 1789, the political and social structure of the old 
regime, along with the royal army, collapsed with the 
first blow. Nevertheless, "the fact is undeniable, 11 
66Ibid. 
67Kappey, Military Music, op. cit., p. 88. 
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says Schwarz, "that throughout the revolutionary decade 
(1789-1799), musical life in Paris continued to pulsate 
with undiminished intensity."68 The artistic needs of 
the people had to be satisfied; it seemed that they would 
not allow such matters as war, revolution, and terror to 
deny them their cultural pleasures. Paris had become by 
this time the undisputed art capital of all Europe and 
perhaps of the world; the quality of its musical estab-
lishments were, therefore, without question of the highest 
standards. The rapid decline of the social structure 
meant the closing of such aristocratic places of gathering 
as the Paris Opera House, concert rooms, and private 
salons. It was necessary for most of the finer instru-
mentalists to obtain work in other forms of musical 
activity. 
Although the royal army fell with the revolution, 
the services of military music had been too popular and 
too important for the people to forget it or lose interest 
in it. In 1789, Sarette, a captain in the National Guard, 
assembled a military band of some forty-five musicians. 
It was in this organization that many of the deposed 
musicians found positions. Sarette's band continued the 
6~oris Schwarz, "French Instrumental Music Between 
the Revolutions ( 1789-1830), 11 (unpublished dissertation, 
Columbia University, 1950), p. 5. 
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open-air public concerts initiated somewhat earlier in the 
century. Schwarz states that much credit concerning wind-
band development must be given to Sarette because it was 
primarily his "vision and perseverance which established 
50 
the band as an important musical factor and did the ground-
work for the present-day excellence of French wind players."69 
The authorities in power at this time were quick to recog-
nize the tremendous importance of Sarette's organization, 
and in 1790, the City of Paris officially assumed respon-
sibility for its provision and support and increased its 
membership to about seventy players. It is supposed that 
perhaps the primary incentive behind this official recog-
nition of Sarette and his wind-band was perhaps a desire 
on the part of the authorities to have on hand the services 
of a musical ensemble to perform at civic and national 
functions which were being organized at this time. 
These functions were in the form of festivals and 
were produced on a rather grand scale. They consisted of 
open-air concerts performed by gigantic size bands and 
choirs, which in themselves created a very impressive 
spectacle. Proper evaluation of these festivals can be 
best obtained by viewing them in their proper perspective. 
69 Ibid., p. 13. 
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It seemed to be a matter of expediency for the revolutionary 
leaders to weld the populace together by furthering the 
political and philosophical doctrines expounded by the 
revolution. They had enough understanding of the effec-
tiveness of music to realize its value in building esprit 
de corps among the people, in maintaining the public 
morale in general, and they used it to achieve their aims. 
Very simply, it was an early attempt at mass propaganda. 
Schwarz deduces that these festivals "were born out of a 
curious mixture of exalted idealism and political necessity, 
of public education and propagandist showmanship. rr70 He 
continues to evaluate them by saying that "music now became 
a civic act, a social function, a moral force in the ser-
vice of the fatherland and in the cult of glory and liberty.n71 
Whatever other purposes were behind these occasions, an 
artistic effect remained the primary goal for the conductors 
and performers. 
One or the basic tenets or this era or revolutions 
was recognition or the dignity, freedom, and equality of 
the individual. Fennell gives an insight into the relation-
ship between this principle and the evolution of wind music 
at this time when he says that, 
70 6 Ibid., p. 1 . 
71Ibid., p. 17. 
Foremost, perhaps, among the many changes which the 
political and social revolutions imposed upon the art 
of music was the increased importance to the indivi-
dual of public gatherings. Their musical counterparts 
was the rise of public concerts. The general public 
gathe7~ng fostered the development of the outdoor 
band. 
Musicians performing at these outdoor festivals now found 
themselves confronted with a public which socially and 
musically was comparatively uneducated. 
With Napoleon's rise to power in 1799, France once 
again returned to the ways and customs of former years, 
which brought a feeling of reassurance in general. 
Napoleon saw no practical reason for observing revolution-
ary dates, except for the "Taking of the Bastille" on 
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July 14, and the "Proclamation of the Republic 11 em Septem-
ber 22. The grand festivals were, therefore, discontinued, 
and in their place, the people were offered grand military 
displays and parades. Napoleon, as in the case of the 
leaders of the revolution, realized the value of these 
demonstrations and the effectiveness of wind music. 
Through his exuberant elevation of military life to a 
high position, Napoleon gave added impetus to military 
music as well, and during his reign, military bands made 
enormous progress in all aspects. 
72Frederick Fennell, Time and the Winds (Kenosha, 
Wisconsin: G. Leblanc Company, 1~)~. ll. 
For a brief period, for reasons of grave economy, 
bands in cavalry regiments were suppressed. When finan-
cial conditions improved, Napoleon re-established them. 
Bands of the Napoleonic armies were considered the finest 
in existence anywhere in the world. This was due, mainly, 
to the fact that members of the bands were hired profes-
sional musicians, and that some of France's greatest com-
posers wrote music for this branch of musical art. As 
Kappey says, 
Hence the reason for the superiority of [these] 
bands, . . . and the great influence they exercised 
upon the improvement of those other nations with 
whom the conqueror came into contact.73 
In addition to flutes, oboes, clarinets, bassoons, 
horns, trumpets, serpents, and percussion or the previous 
century, the first quarter of the nineteenth century (to 
1816) added the piccolo, small (sopranino) clarinet, and 
trombone. Some wind-bands used a contra-bassoon in place 
or the serpent. 
The tension in the diplomatic atmosphere caused by 
the wars of the French Revolution, and later the fear of 
invasion by Napoleon, gave a tremendous stimulus to mili-
tary units and indirectly to military music and bands 
throughout England. Great numbers of bands were formed 
73Kappey, Military Music, op. cit., p. 88. 
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and attached to regiments of militia, volunteers, fencibles, 
and yeomanry.74 After 1803, on the basis of an authoriza-
tion from the King, a fixed number of military musicians 
was permitted for each company of infantry or troop of 
cavalry. After the Battle of Waterloo (1815), there fol-
lowed a period of about forty years of what was called in 
England "piping peace." Military music now had ample time 
to develop. Farmer claims that the best military bands at 
that time were those attached to the militia and volunteers 
rather than the regular army. He explains that, 
The superiority of these bands may be easily 
accounted for. First, the musicians were engaged, 
not enlisted as soldiers. Secondly, the colonels 
and officers were generally wealthy noblemen and 
gentlemen resident in the counties, and well able 
to maintain these bands. The bandmasters were 
invariably eminent local musicians.75 
What had now taken place in England with regard to the 
development of the wind-band was undoubtedly repeated 
in other countries throughout the Western World. 
V. BANDS IN AMERICA FROM COLONIAL TIMES TO 1816 
There is no great dearth of documentary evidence 
concerning wind-bands in America prior to the nineteenth 
74Farmer, Military Music, op. cit., p. 42. 
75Farmer, The Rise and Development of Military Music, 
op. cit . , p. 82. 
century. During the Colonial days, wind-bands were 
undoubtedly attached to British military units which 
occupied the colonies. Records in the Essex Institute 
at Salem, Massachusetts, refer to a concert given in 
Boston in 1771, presumably by a British wind-band. There 
is no record of any American wind-band until 1773 when 
Josiah Flagg organized his own group to give concerts in 
Faneuil Hall in Boston. 
White believes that the early development of the 
wind-band in America was retarded due to strong senti-
ments against any form of secular music in puritanical New 
England.76 Organ and vocal music of a religious character 
was, therefore, dominant until the latter part of the 
eighteenth century when the wind-band gradually gained a 
small foothold in the life of Colonial America. The 
influence of England, which permeated the social and 
cultural structure of the colonies, must have reached 
these early American wind-bands, and it is probable that 
they were modelled after the English wind-band. 
The nNational Period" whieh followed the Revolution 
saw the rise of civilian wind-bands in such cities as New 
York, Philadelphia, Baltimore, Boston, and New Orleans. 
76william Carter White, A History of Military Music 
in America {New York: The Exposition Press, 1944), p. 40. 
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According to White, one of the best known civilian bands 
was the Massachusetts Bands, organized in Boston in 1783; 
it merged with the famous Green Dragon Band about 1812.77 
Shortly after 1812, the Green Dragon Band was attached to 
the Massachusetts Volunteer Militia and changed its name 
to the Boston Brigade Band. This was the band that was 
to become Gilmore's Band in 1859. The most famous wind-
band in late eighteenth century America was the United 
States Marine Band whose early instrumentation was similar 
to the European Harmoniemusik. 
A parallel situation with events in England may be 
noted here regarding wind-bands attached to militia. 
Reference is made to the rise in numbers of wind-bands 
attached to militia, volunteer regiments, fencibles, and 
yeomanry in England during the Napoleonic invasion scare. 
While the greater percentage of American wind-bands were 
military bands, it should be added that these musicians 
were civilian volunteers. 
Military bands varied in size and instrumentation, 
but basically, they were similar to those of Europe. 
Since good performers, instruments, and suitable music 
were difficult to obtain, these military wind-bands 
functioned in a relatively independent manner bordering 
77Ibid. 
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on a civilian status. Wi nd-bands not only took part in 
military ceremonies, but performed concerts for the bene-
fit of the public as well. 
Not all military units, however, had wind-bands 
attached to their regiments. Music in the Continental 
Army, for instance, consisted of the fife and drum corps. 
The fife and drum combination was enjoying a revival in 
England. Since there was no precedent for military music 
in America, the most expedient plan was to adopt that 
which was most readily available--in this instance, the 
fife and drum corps. 
'ti. SUMMARY 
Until the seventeenth century, the term, band, 
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meant an assemblage of all instruments, regardless of type, 
employed by royalty and aristocracy for court or civic 
ceremonies or for theatrical entertainment. Most musical 
encyclopedias refer more to the military aspects of the 
wind-band, with regard to definition, development, use and 
purpose, than to any other. Although the historical devel-
opment of the wind-band may be explained on the basis of a 
primarily military function, a more proper perspective may 
be obtained by a reflection on the involved interaction of 
sociological, cultural, and aesthetic factors. 
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From earliest historical times, small groups of wind 
players were used to provide music for military functions 
and ceremonies. At first, the music was used to arouse a 
greater fighting spirit among the warriors; later it was 
used as a method of conveying orders and commands. The 
Egyptians, Hebrews, Greeks, and Romans are said to have 
utilized music for these purposes. The Romans also used 
music to help keep the troops in step. 
The evolution of the wind-band is also interwoven 
with the political and social conditions throughout the 
history of Europe. Much of the traditional concept of 
the wind-band has been associated with a utilitarian 
outdoor function. 
Throughout the wind-band's history, many forms 
contributed to the flowing stream of its development. Up 
to the time of Lully and the French oboe bands, these 
included the bands of Minstrels, Th~rmer and Stadtpfeiffer 
musicians, the German Trumpeter and Drum Corps, the Swiss 
fife and drum corps, and the English bands of Waits. Each 
brought certain strong influential factors to bear on the 
wind-band concerning changes and growth in instruments, 
instrumentation, size, repertoire, purpose, and function. 
The opening of the seventeenth century ushered in 
a rapid rise in popularity of wind instrumental music and 
a new era in composition which may be characterized as a 
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striving for strong emotions in composition and performance. 
The nuove musiche had a great influence on instrument selec-
. ~as 
tivity which/based on an ample playing register, capability 
of producing contrasting shades of dynamics, lyrical capa-
bilities, and above all, the ability to effect a singing 
tone like the human voice. The oboe .and bassoon were two 
wind instruments most refined and improved enough to meet 
the demands of the new music. 
Louis XIV's great interest in military music resulted 
in his employment of Lully, his eourt composer, to write and 
arrange marches, airs, and traditional tunes for the royal 
regimental bands. Lully and his associates composed marches 
for bands consisting of the oboe family of instruments in 
combination with drums. Sources differ as to whether the 
Germans or French are credited with originating the idea 
of oboe wind-bands. The important fact is that with Lully, 
probably for the first time in the wind-band's history, 
there is a concerted effort to produce a recognizable 
musical effect rather than merely a desire to increase 
the noise. The idea of oboe bands spread to all parts of 
Europe and England. 
The rising importance of the wind-band was further 
strengthened by the merging of three significant elements 
within its organization and function. The first of these 
was the evolution, improvement, and eventual adoption into 
the wind-band of the clarinet, bassoon, and French horn. 
The second was the vogue for "Turkish music," consisting 
of a great array of percussion instruments. These percus-
sion instruments not only expanded the instrumentation, 
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but enhanced the wind-band's capability for supplying 
military music. The third element is considered Prussia's 
contribution to wind-band music in the form of a particular 
combination of oboes, clarinets, bassoons, and horns known 
as Harmoniemusik. This instrumentation became the stan-
dard, with some variations, for wind-bands throughout 
Europe. 
From an artistic sense, perhaps the greatest influ-
ence in the progress of wind-band development is thought 
to bave come from the French Revolution. The impetus is 
regarded to have come from the forty-five piece military 
band organized by Sarette made up mostly of deposed vir-
tuosi instrumentalists from closed opera houses, concert 
rooms, and salons. Wind-bands performed at the huge 
national festivals held in honor of the revolutionary 
events. These groups, with greatly enlarged and varied 
instrumentations, performed repertoire supplied by some 
of France's greatest composers of the time. Although the 
number of festivals declined with the advent of Napoleon, 
grand military displays and parades continued; Napoleon 
realized the value of these demonstrations and the 
effectiveness of wind music. The wind-bands of France 
prospered and were considered the finest in existence any-
where in the world during this period. 
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As long as an invasion by Napoleon was feared, and 
after the Battle of Waterloo, wind-bands and wind music in 
England received tremendous stimulus and showed great 
development. These were wind-bands attached to great 
numbers of new regiments of militia, volunteers, fencibles, 
and yeomanry whose main source of support came from their 
respective officers who were wealthy noblemen as well. 
During the Colonial days in America, wind-bands 
were attached to British military units which occupied 
the colonies. Flagg is said to have organiz~d the first 
American wind-band and is reported to have presented 
several concerts in and around Boston. During the 
"National Period" following the Revolution, many civilian 
wind-bands arose in such cities as New York, Philadelphia, 
Baltimore, Boston, and New Orleans. A parallel situation 
with events in England regarding wind-bands attached to 
local militia took place in America. The majority of 
American wind-bands were military units within local 
militia regiments; the musicians were civilian volunteers. 
These wind-bands varied in size and instrumentation since 
good performer~ instruments, and suitable music were diffi-
cult to obtain. In addition to military functions, these 
wine-bands took part in presenting public concerts. The 
most famous wind-bane in late eighteenth century America 
was the United States Marine Bane whose early instrumenta-
tion was similar to the European Harmoniemusik. Music in 
the Continental Army, however, consisted of the fife and 
drum corps, there being no precedent for military music 
in America during that period. 
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CHAPTER III 
AN HISTORICAL SURVEY OF THE EVOLUTION OF 
ORIGINAL MARCHES FOR WIND-BAND 
I. INTRODUCTION 
The preceding chapter pointed out the technical 
development and evolution of the wind-band as being greatly 
influenced by an interaction of several musieal and non-
musical factors which may be classified as sociological, 
cultural, aesthetic, and military. This developmental 
interplay varied from one country to another. Trends in 
the wind-band's development were often instigated by one 
country and quickly adapted by other countries. Major 
trends referred to include the oboe bands of LGuis XIV, 
the advent of "Turkish music," the Harmoniemusik of 
Prussia, and the French military bands of the Napoleonic 
era. All this is no less true with regard to the evolu-
tion of music for the wind-band, and more particularly 
the marches. 
According to Nick, the term "march" (French--
marche, Italian--marcia, German--marsch) is derived from 
the Latin marcare (marcus--hammer), from which the old 
French marcher is derived. 1 Marcher became a common 
1Edmund Nick in Die Musik in Geschichte und Gegen-
wart (Kassel: B&renreiter, 1960)-,-Band 8, p. lb74. 
military classification during the Thirty Years War. The 
Germans claim the honor for inventing, about the middle 
of the eighteenth century, a type of military music which 
carried the name march. Kastner feels that if one accepts 
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this fact, the German development took place during the 
epoch of the Thirty Years War (1618-1848). 2 Nick concludes 
that the march rhythm became quite marked during this 
period because the ordinary foot-soldier liked to stamp 
the floor or ground vigorously when marching in an even-
measured pace and rhythmical manner.3 
The definition of the term "march," as given in 
various sources, includes one or both of a two-part dis-
cussion: (1) the function or purpose of the march as a 
musical composition, along with a brief history; and (2) 
the musical structure or form of the march. Sources are 
in agreement that the march is (1) a musical composition, 
(2) designed to regulate or promote orderly marching or 
movements, (3) of large bodies of people, especially for 
military purposes. The form of the march has several 
basic elements: a main section, one or more trios, a 
repetition of the first part or main section, and it is 
2Kastner, loc. cit., pp. 123-4. 
3Nick, loc. cit. 
even-measured and in regular phrases.4 Apel writes that 
the march form is "derived from the minuet-with-trio" and 
outlines the structure as being "march-trio-march or 
march-trio-march-trio-march."5 The inclusion of the 
"trio 11 element into the march form suggests a relation-
ship of the march with dance movements, such as the 
gavotte and the allemande. The latter incorporated the 
seventeenth century custom of composing a trio section 
for three parts to achieve contrast in texture and 
volume. Later, although the trio section was scored for 
more than three instruments, tile orchestration remained 
lighter and softer in contrast to the other sections of 
the composition, especially in marches. 
Further clarification is needed with regard to the 
possible derivation of the march from dance movements. 
This point is concerned with whether the definition is 
based on the similarity of the march with dance forms, in 
which some sort of adherence to a aystem of strict musical 
phrases is necessary for movement, or, more simply, that 
the regularity of the step is the basis for the art of 
movement, as in the dance. 
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4willi Apel, Harvard Dictionary of Music (Cambridge: 
Harvard University Press, 1944), p. 425;-Thompson, op. cit., 
pp. 206-7; J. A. Westrup and F. L. Harrison, The New-coiiege 
Encyclopedia of Music (New York: W. W. Norton and Company, 
Inc., 1960), ~ 409. 
5Apel, loc. cit. 
Brenet concluded that Arbeau, in his treatise 
Orchesographie (1588-?), believed in the latter concept 
as the basis for his principles.6 Arbeau himself refers 
to two types of dances: "martial dances . . . and those 
for recreation. ,q What he refers to as martial dances 
are in the form of military movements, such as marching 
in step, advance, retreat, attack, opening and closing 
formation, et al. These were controlled through specific 
rhythms for each movement and played on a drum or drums. 
Arbeau was describing the fact that the French army was 
reincarnating the idea of the ancient Greeks and Romans 
who led their soldiers on long marches and into battle 
in uniform step or cadence. According to Arbeau, the 
main objective was to keep the soldiers cool, firm, under 
control, maintain high spirits, and induee courage when 
needed. This was necessary in order to avoid confusion 
and disorder, or the possibility of being routed and 
defeated by the enemy. "That is why, in military march-
ing," Arbeau writes, "the French make use of the drum to 
beat the rhythm to which the soldiers must march."8 
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6Michel Brenet, "French Military Music in the Reign 
of Louis XIV" (translated by Mariola Chardon), Musical 
Quarterly (New York: G. Schirmer, 1917), Vol, III, p. 342. 
7Thoinot Arbeau, Orchesographie (translated by Mary 
Stewart Evans) (New York: Kamin Dance Publishers, 1948), 
p. 18. 
8 Ibid . , p . 3 2 . 
To return to the point of clarifying the derivation 
of the march as a musical structure, it would perhaps be 
logical to say that a combination of both elements, a 
similarity to dance forms and regularity of movement, 
contributed to its development. Since there was some 
sort of outward action along with the music, strict or 
measured musical phrases were necessary in order that 
the movement could be coordinated with the music. This 
also imposed a definite rhythmic pattern upon the music 
in order that the person executing the step could do so 
by recognition of it. There is in this concept the possi-
bility of a connection between the use of musical sounds 
for military signals and movements and the actual march 
composition for the wind-band. When it is pointed out 
that the term "march" from the sixteenth century onward 
for at least two centuries meant a traditional drum 
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rhythm, attributed to a particular nation or military 
organization, the above factor becomes even more pertinent. 
II. THE MARCH FROM 1600 TO 1700 
The march, as a type of music, can be traced as far 
back as the processional or entry-songs of the Greek tragic 
choruses. About the time of the beginning of Christianity, 
war songs or chants were sung or shouted by bards who marched 
in front of armies on the way to do battle. In the Middle 
68 
Ages, it was usually in the form of fanfares and flourishes 
played by trumpets and drums during jousts and tourneys. 
The musical combination of drums and pipes (bagpipes) of 
the fifteenth century Swiss Landed Knights' armies show 
a characteristic of the later military march. In this 
regard, they were used to accompany troops on long forced 
marches, to provide a rhythmic cadence during parades, 
ceremonies, and maneuvers, and generally to refresh them 
and rouse their spirits while in camp. Those marches 
which accompanied processions or cavalcades of the guilds 
and town councilmen in the sixteenth century led to a 
solemn, broadening of this type of music as illustrated 
by the ballet entrees and marches by Lully. Appended is 
an example of an Entree from the opera, "Perseus," by 
Lully.9 Spitta feels that this type of music strongly 
resembles the march but is more in the style of a Gavotte. 10 
The march as a free art-form of instrumental music, not 
intended for military purposes, is found, for example, in 
the English virginal music of the sixteenth century and 
9see Example No. 16, Appendix A. 
10Heinrich Spitta, Musikalische Formen in Histor-
ischen Reihen (Sechster Band: Der Marsch) {Berlin: Lichte-
felde: Friedrich Vieweg, G.M.B.H., 1931), p. 17. 
later in the Notenb~chlein der Anna Magdalena Bach. 
Couperin's Pieces de Clavecin contains a highly embel-
lished march. 11 
The Drum March 
During the early seventeenth century, the term 
"march" actually meant a particular drum beat or rhythmic 
pattern performed only drums. Evidence shows each nation, 
dominion, principality, or royal personnage had a unique 
drum beat which they designated as their personal march. 
It was considered almost as significant and important as 
a national flag or standard. The rhythmical scheme of a 
drum beat, known as the French march, consisted of eight 
equal beats, the first five of which are struck or beaten 
on the drum, and the last three beats are silent. 12 
e: t e P P e I P - - - II 
The three silent beats were inserted in case a soldier got 
out of step. They would afford him an opportunity to 
march back into step. 
11see Example No. 21, Appendix A. 
12Arbeau, op. cit., p. 22. 
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The Swiss, on the other band, inserted a rest after 
the third n0te, or on the fourth beat. This is character-
istic of the Swiss march as given by Arbeau. 13 
e r e - r e e- f 
The preceding drum beats are all based on a duple meter. 
The possibility of a drum beat in triple meter could be 
accomplished simply by using the basic five-note pattern 
and inserting only one rest rather than three as in the 
French march. 14 
9
'i e e e 1 e e -e e e I e e -1 
This was to evolve into the modern 6/8 meter. 
The international custom of borrowing musical ideas 
from one another shows itself in the case of the national 
drum marches. For example, Farmer writes that the march 
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attributed to the Swabian infantry under Emperor Maximilian 
at the beginning of the s~xteenth century: 
13Arbeau, op. cit., p. 35. 
14Ibid. 
was similar to that of France: 
e: f d d I J - 1 
Later, during the time of Lully, it had developed into: 
e=f JJJJ JJJJ l 0 
The English, on the other hand, seemed to have preferred a 
slower, more conservative style beat pattern as is demon-
strated in the following: 15 
Marshal Biron criticized the English march as being slow, 
heavy, and sluggish. 
That these marches were of great importance to each 
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country is emphasized by a famous warrant issued by Charles 
II in 1632. Generally, it states that each nation had its 
15Farmer "March 11 Grove's Dictionary of Music and 
' ' Musicians (London: MacMillan and Company, Lt~, 1954)-,--
5th edition, p. 564. 
own particular drum march by which it was distinguished 
from another. Charles claimed that the English march had 
been attested as the best of all marches, even by foreign 
nations. Brenet disagrees with this and states that the 
French march of the same period was described as the best 
of all marches for keeping the soldiers in step~ Charles 
felt that because of the careless and negligent attitude 
of the drummers in observing the true manner of playing 
the English march, it had become so altered that it was 
gradually losing its identity and even its very existence. 
The document contains a specific rhythm pattern which was 
to be considered as the official English march, and com-
mands that all drummers in all parts of the kingdom 
learn, perform, and precisely observe this pattern with-
out any deviation or addition whatsoever. 16 
The Added Melodic Line 
The true importance of these drum marches, or 
rhythmic patterns, lies in the fact that each one was to 
serve as the basis for a corresponding piece of music in 
which the rhythmical design of the melody was to be the 
same as the drum march. Farmer feels that, as soon as a 
melodic line was attached to the drum beat, the fashion 
16see Example No. 7, Appendix A. 
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for playing the march on solo drums fell into disuse. 17 
Several examples of non-wind military marches are found 
in the virginal books of the period. The infectiousness 
of these marches is shown by the number of them included 
in these keyboard collections. The Fitzwilliam Virginal 
Book {1630) contains the "Earle of Oxford's Marche"18 
and in Elizabeth Rogers hir Virginall Book (1656) are: 
"Sir Thomas Fairfax's Marche," "Prince Rupert's Marche," 
and "The Scots Marche . " There are many other marches 
located in other collections. With the addition of the 
Swiss fife to the drum units of military bands, there is 
a good probability that these above-named marches were 
performed by them. 
In Farmer's opinion, "The Scots Marche" must be of 
some importance and he devotes a considerable discussion 
to it. He traces its origin and evolution from a drum 
march, through an adaptation of a melody to the rhythmic 
pattern, and eventually into a unique military march 
played by British army bands. What is possibly more 
important concerning this particular composition is that, 
like its contemporary marches, "Lashley's March" {circa 
1640), "Lillibulero" {circa 1688), and 11 James II March to 
17Farmer, loc. cit., p. 565. 
l8see Example No. 1, Appendix A. 
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Ireland" (circa 1688), the melodic line was stylistically 
exemplary of the period. In Farmer's words, 
All four marches are in 6/4 time, equating in men-
sural character with the modern 6/8 time, but more 
effective, being slower in pace. This triple measure 
engendered that swinging gait which became a feature 
of British military marches.l9 
An example of it, in its original notation, appears below. 
For purposes of rhythmical comparison, the melodic line 
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(a) is translated into 6/4 meter (b) and then into 6/8 (c). 
19Farmer, Handel's Kettledrums, op. cit., pp. 55-6. 
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Kappey reports that after the Thirty Years War, it 
became a sovereign duty to maintain and administrate stand-
ing armies. He writes that "the stepping together of large 
bodies of men in exact rhythm to the sounds of musical 
instruments was carefully taught and became a military 
habit"20 and that the march, as a distinct form of musical 
composition, dates from this time. 
The Marches by Lully and His Contemporaries 
Musicians in the early seventeenth century wind-band, 
lacking notated marches in their repertoire, resorted to 
improvising the music during performances. This is con-
firmed by Kastner when he writes that, "During the marches, 
the fifes or oboes accompanied the drums by improvising 
airs which they endeavored to do according to the rhythm 
of the drum-beats." 21 The situation was remedied by 
Lully and a group of French composers who were in the 
service of King Louis XIV. This activity in the French 
court probably formed the foundation on which France's 
importance as a leader in military music at the time 
rested. The result was an enrichening effect, especially 
on march compositions. 
20 8 Kappey, op. cit . , p . 6 . 
21Kastner, Manuel Generale de Musique Militaire, 
op. cit . , p. 111. -
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The marches. While Lully was the head court musician 
for Louis XIV, one of the tasks given him was to compose a 
march for each corp attached to the army of the king's 
household, as well as a set of drum-beats and other instru-
mental selections to make up a repertory for the royal oboe 
bands. Goldman states that Lully was well-fitted for this 
job "for he understood the oboe thoroughly and had used it 
constantly in his operas."22 Assisting Lully were several 
"less eminent musicians," as Brenet describes them, 23 includ-
ing: Philidor the Elder, Philidor the Younger, Martin 
Hotteterre, Mollier, and Lalande. Evidence of this united 
effort is substantiated by a manuscript volume collected 
by Philidor the Elder, now belonging to the Versailles 
Library. In 1705, he made a collection of more than one 
hundred French and foreign drum signals, trumpet calls, 
and marches, along with "airs for fife and oboes in two 
and four parts and several marches for mounted kettledrums 
and trumpets,"24 along with airs, calls, and fanfares used 
when hunting. Nick and Moser allude to the idea that the 
melodic element for the march was supplied by camp music, 
22aoldman, The Band's Music, op. cit., p. 26. 
23Brenet, "Military Music in the Reign of Louis XIV, " 
op. cit., p. 347. 
24 La Musique Militaire, cit., 46. Brenet, op. p. 
~.e., soldier's marching songs and patriotic songs, and 
these were combined with the rhythmic patterns of the 
drum beats to form the wind instrument version and formal 
pattern of the march. 25 Nick claims that often soldier's 
songs and patriotic songs, mostly in the character of 
trio melodies, were fitted into the marches. 26 
Composing this music was not confined to drawing 
up simple rhythmic formulas for the drums. Each drum beat 
bad a corresponding piece of music for it in two or four 
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instrumental parts. These instrumental parts were intended 
to be played simultaneously with the drum parts, or for 
variety, occasionally alternating with the drums. Although 
the instrumentation is not indicated on the scores, the 
parts are so disposed as to their compass and clefs as to 
allow them to be recognized as written for oboes, alto 
oboe, and bassoon. 27 By attaching a particular drum-beat 
to its respective instrumental composition, Brenet is able 
to show the subordination of the melodic line to the rhythm 
of the drum pattern. To him, it indicates that the "air 
for oboes sprung from the drum-beat."28 
25Nick, loc. cit.; Moser, loc. cit. 
26Nick, op. cit., p. 1676. 
27Brenet, "Military Music in the Reign of Louis XIV," 
loc. cit. 
28Ibid. 
The polyphonic style of musical composition inherited 
from the Renaissance gradually declined during the early 
Baroque period. 29 Some of the general progress in musical 
art and in the technique of composition helped improve 
part-writing for wind instruments. Sachs feels that the 
interrelationship of harmony and rhythm was a quality of 
all Baroque music in its striving for depth, or a musical 
third dimension "which conveys the feeling of depth and 
u30 space. . . . This may be seen in Lully's marches for 
oboe bands in which the style is based more on harmony 
and rhythm than in the previous polyphonic style. That 
Lully was adhering to the compositional style then in 
fashion may be seen in a description of some elements 
making up this technique. According to Grout, these 
included the custom "for a composer to establish a dis-
tinctive rhythmic pattern at the beginning of a composi-
tion," which was maintained throughout the composition; 
in this way, the composer was able to represent a single 
"basic affectation [a particular idea, thought, or feel-
ing]. "31 
29Paul Henry Lang, Music in Western Civilization 
(New York: W. W. Norton and Company, Inc., 1941), p. 377. 
30curt Sachs, Rhythm and Tempo (New York: W. W. 
Norton and Company, Inc., 1953}, p. 267. 
31Donald Jay Grout, A History of Western Music 
(New York: W. W. Norton ana Company,-rnc., 1960), p. 272. 
The rhythmical element of early Baroque music in 
France is attributed to the enormous influence of dance 
rhythms which occupied an exclusive position at that time. 
In Lully's instrumental music may be seen a gradual sur-
render of some of the characteristic patterns of the 
rhythms and musical forms from actual dancing. The 
influence is noticeable in definite patterns of strong 
and weak beats, or unequal notes. Evidence of this may 
be noted in Lully's marches by the abundant use of the 
dotted-note rhythmic figure. In explanation of this, 
Lang alludes to the influence of the rhythms of language 
on Lully's style when he states that Lully's melodic line 
"was born from the inner laws of the French language," 
and that he had "analyzed the finer rhythmical pattern of 
the single words."3 2 The use of dotted-note rhythms may 
be clearly emphasized by a comparison of Lully's and 
Mollier's Premier Air de la Marche Francaise33 with 
Handel's composition, March.34 Handel's work is in the 
more straightforward, contrapuntal style. Lully's Marche 
des Mousquetaires is an example of the processional 
32 Lang, op. cit., p. 372. 
33see Examples No. 9 and No. 10, Appendix A. 
34see Example No. 23, Appendix A. 
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character of the march, probably a carryover from the 
ballet entrees.35 
A comparison of the composition, First Tune of the 
French March by Lully, with Mollier's will serve to point 
out the similarity of rhythmical design in the melodic 
line and drum part in each work.36 A further comparison 
of this rhythmic pattern with the drum-beat which Arbeau 
calls the French march, will also indicate the faithful 
adaptation of the traditional drum-beat to the melodic 
80 
line by these two composers.37 Brenet makes the observa-
tion that Lully's and Mollier's rhythmic patterns are 
identical with Arbeau's formula.38 A more positive musical 
relationship between the drum-beat and the rhythm of the 
melodic line may be seen in Marche des Mousquetaires du 
Roi de France by Lully.39 
That duple time was not used exclusively in military 
music is indicated by Lully's composition, March of the 
King's Regiment, written in 3/2 meter. By combining the 
35see Example No. 12 , Appendix A. 
36 See Examples No.9 and No.lO, Appendix A. 
37 Cf., p. 69. 
38Brenet, "Military Music in the Reign of Louis XIV," 
op. cit., p. 350. 
39see Example No. 12, Appendix A. 
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rhythmic pattern of each measure into two ternary groups, 
it becomes evident how this meter evolved into the present-
day 6/8 march. 
~ Mafch ~ 111e ~~j's ~eji WJettt "· ~IJIIy 
e:! P r I fp r r r r I r r Pu J.l l P fJ r r J I rttc. 
The Swiss March by Lalande40 was written in simple triple 
meter. Brenet says that "it was established on a beat 
unlike the one peculiar to the Swiss levies at the time 
of Jannequin and of Thoinot Arbeau .. n41 The soldier 
doubtlessly stepped to the first beat of each measure. 
The similarity to the modern 6/8 is seen by combining 
every two measures into one. 
A word of explanation regarding the tambour II part 
in Lully's Marche des Mousquetaires du Roi de France is 
pertinent. A common practice at that time was to separate 
the drum section into two groups. At the beginning of the 
second repeat of each drum pattern, one group maintained 
40see Example No. 14, Appendix A. 
4~renet, "Military Music in the Reign of Louis XIV," 
op. cit., p. 353 . . 
the established drum pattern while the other group accom-
panied it by playing an unbroken roll until the final 
cadence. 42 
Lully's influence. Lully, his contemporaries, and 
composers after them, wrote marches for the corps, regi-
ments, and troops in the service of the king throughout 
France. Among others, some of these marches include: 
Gardes de la Marine, Dragons au Roi, Grenadiers a Cheval, 
and the Fusiliers. That the fame of the composers spread 
beyond the French borders is shown by the fact that soon 
after the above compositions became well-known, they 
received requests for regimental marches from many 
foPeign countries. Haas supplies an example of this 
fact when he writes that, 
So far as we know, Lully is the only composer who 
attempted a drum notation before 1777. This notation 
was regarded as so outstanding a feat that he received 
from the Duke of Savoy a miniature portrait set in 
diamonds in exchange for four bars of drum-beats for 
the Duke's own march.43 
42Ibid., p. 354. 
43aaas, loc. cit. 
82 
Bolen champions Lully's important contributions to wind-
band music when he says that, 
To him must be given credit for elevating the march 
to the level of art music, since he wrote many ma4ahes 
for the display of military might in his ballets. 
Fennell does likewise when he implies that not only are 
the marches which Lully composed for the bands of Louis 
XIV among the earliest examples of wind-band music coming 
down to us in notated form, but more important is that 
the great influence of this type of military music lasted 
several years after the reign of Louis XIv.45 
Haas feels that, after Lully and his various con-
temporaries, "the next important composer of military 
music ... was Johann Philip Krieger, who in 1704 wrote 
46 
a number of suites called Lustige Feldmusik." Goldman 
sums up this period of the march's historical development 
when he states that "in the seventeenth century, the 
growth of formal 'military music' may be said to have 
begun. n47 
44charles Warren Bolen, "Open-Air Music of the 
Baroque: A Study of Selected Examples of Wind Music" 
{unpublished doctoral dissertation, University of Iowa, 
1943) ' p. 100 
45Fennell, op. c~t. p. 20. 
46Haas, loc. cit. 
47Goldman, The Band's Music, op. cit., p. 25. 
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III. EIGHTEENTH CENTURY TRENDS IN MARCHES 
With the introduction of such instruments as oboes 
and bassoons to augment the drums of the military bands, 
the march as a musical form was given even greater impetus. 
Moser suggests that rhythm was the musical element within 
the march that helped to give uniformity to soldiers in 
motion, that is, to march in step. The significant aspect 
of the march rhythm was that it had taken on the quality 
of more forward drive and a punctuated style. 48 As will 
be noted later, the ~ rhythm in the melodic line became 
even more strongly emphasized. 
Bolen outlines the development of the march form at 
this time as evolving from a composition having "at first 
... only one or two sections ... in either duple or 
compound (6/8) meter, 11 to which was added "a third section 
called the trio ... usually in the sub-dominant key. 
n49 
Kappey reprints a military march entitled, Marsch 
Prinz Anton, which he dates between 1720 and 1730. A 
study of the score shows the new driving and punctuated 
50 
style. 
48Hans Joachim Moser (ed.), Musik Lexikon (Hamburg: 
Musikverlag Haus Sikorski, 1955). 
49Bolen, op. cit., p. 91. 
50see Example No. 22, Appendix A. 
Turkish Music 
Another trend which had a great influence on the 
instrumentation and music of the wind-band takes place at 
this time. Musically, it gave the beat a firmer, stronger, 
and predominant delineation. Schubart says of its rhythmic 
qualities that "it loves the straightforward 2/4 time .. 
and the beat is so definite and overpowering, "that it is 
well-nigh impossible to get out of step."5l 
The possibilities for new rhythmic devices and tone 
colors afforded by Turkish music was quickly realized by 
several leading composers who began to write Turkish style 
marches, or to use Turkish music in their works. Examples 
include: Joseph Haydn's Military Symphony, Michael Haydn's 
Turkish Suite from music to Voltaire's Zaire, Mozart's 
Abduction from the Seraglio, and Beethoven's Turkish Music 
from the Ruins of Athens. 
Harmoniemusik and Feldmusik 
Composers of marches written during the eighteenth 
century used this combination for the most part with occa-
sional variations notwithstanding. The scores rarely 
included drum parts since soldiers, and not musicians, 
played the drums in military bands then. Under the 
51 4 Bessaraboff, op. cit., p. 2. 
" 
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instruction of the drum major, the soldier-drummers learned 
their parts through a system of mnemonics. Any drum parts 
appearing in the scores of appended examples were added by 
their respective editors. 
Eighteenth Century Marches 
Kappey and Farmer disagree on the number of types 
of marches in practice during the eighteenth century. 
Kappey's list includes four types as follows: 
1. The Slow March: German, Parade Marsch; French, 
Pas Ordinaire. It is of a majestic character, and 
only played on occasion of reviews, grand parades, or 
other shows. The time of it should be 75 steps to 
the minute, or two steps or beats per bar. 
2. The Quick March: German, Geschwind Marsch; 
French, Pas Redouble. The time of this is 108 to 118 
steps to~e minute, thus slightly differing in the 
various national armies. This is the common form, 
played to regulate the soldier's steps while on the 
march. 
3. The Double-quick March: German, Sturm Marsch 
(Storming March); French, Pas de Charie. The time 
of this in the English army is about 40 steps to 
the minute, but in other armies it is slightly less. 
4. The Funeral March, or Dead March: German, 
Trauer Marsch; French, Marche~ebre; Italian, 
Marcia Funerale.52 
Farmer, on the other hand, describes three forms or types 
of marches as follows: 
. the slow march, which the Germans called the 
Parade-Marsch; the quick march or pas redouble of the 
French; and the double-quick march or pas de charge. 
The first was taken at 80 paces to the minute in 
Britain .... The quick march with a tempo of M.M.= 
100, was in 2/2 time or 2/4. The old British 6/8 
52Kappey, op. cit., pp. 68-9. 
march was also in vogue. This latter captivated 
Prussia and spread abroad from there.53 
Rousseau, writing on the status of military marches 
in 1750, states that the French possessed but a few 
marches, and these were for the most part tres malfaites 
(very badly composed). He summarized that only the infan-
try and light cavalry had marches of consequence; the 
kettledrums of the cavalry had no regular marches, and 
the trumpets had some fanfares. Kastner mentions a 
Colonel Zimmerman of Louis XV's Swiss-Guard regiment, 
who in 1769 published a collection of hymns and warlike 
marches for the Harmoniemusik instrumentation. Kastner 
describes these as very mediocre, but which the Colonel, 
nevertheless, hoped to see adapted by the French army.54 
Their disposition is not known. 
Regimental marches. About the first quarter of the 
eighteenth century, there arose the custom of selecting, 
or having composed, a distinctive march for a particular 
military unit known in some instances as a "regimental 
march." Rousseau, who was somewhat ruthless in his 
opinion of French military marches, was high in his 
53 Farmer, Military Music, op. cit., p. 32. 
54Kastner, Manuel Generale de Musique Militaire, 
op. cit., p. 119. 
praise of German military music and attests that their 
marches and fanfares produced a most admirable effect. 
Among the best known German regimental marches of the 
time are: Der Alte Dessauer (circa 1706),55 Hohenfried-
berger (circa 1745), and Coburger (circa 1750). Der Alte 
Dessauer is perhaps the most celebrated march of this 
group. · It has retained its characteristics as a stirring 
march composition which easily arouses the spirit among 
troops and aids them to maintain a precise step when 
marching. The trumpet fanfare, which serves as an intro-
duction, is traditional. The style of the march, with 
regard to melodic contour, rhythm, form, and heavily 
weighted dotted-figure rhythms, bears a strong resem-
blance to ballet entrees by Lully. The old Austrian-
Hungary empire included such equally famous marches as 
the Musketiers von Friedland (1613), Prinz Eugen (seven-
teenth century), and Pappenheimer (seventeenth century). 
Though not written specifically as a regimental march, 
the Marche from "Lustige Feldmusik" (Suite No. 2) by 
Krieger is notable.56 The flowing, linear, Baroque-style 
melody shows its militaristic derivation. Rhythmically, 
and intervalically, it is similar to trumpet marches of 
55see Example No. 18, Appendix A. 
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56see Example No. 19, Appendix A. (See also Example 
No. 6, Appendix A.) 
the seventeenth century in which fanfares supplied the 
basis for a composition. The melodic contour gives the 
effect of a more accelerated tempo than the seventeenth 
century marches by Lully and his contemporaries. The 
bass line, however, lends the necessary weight and accent 
to the character of the work. Spitta supports the idea 
that the Germans invented the march during the Thirty 
Years War when he refers to a march written by an 
eighteenth century North German composer.57 He feels 
that this march owes its origin to the militaristic first 
half of the seventeenth century.58 The anonymous march 
and that by Krieger contain several similar elements. 
They each touch on the respective styles of the seven-
teenth and early eighteenth centuries in the usage of 
dotted rhythms and flowing, graceful melodic line. The 
latter element seems to tone down the heaviness of the 
dotted rhythm. The linear effect of the rhythm gives the 
impression of an accelerated tempo. Here, too, there is 
a resemblance to the trumpet march of the seventeenth 
century. The Marche by Fischer points to the march's 
derivation from the dance in its Gavotte-like structure. 
It has the liveliness of the Gavotte, as well as its 
anacrusis. Another element in the march's similarity to 
57see Example No. 20, Appendix A. 
58spitta, op. cit., p. 13. 
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the Gavotte is the brisk rhythmical movement of the melodic 
line. Spitta feels that it is difficult to distinguish 
between the march and the Gavotte because of these similar-
ities.59 Stylistically, it is parallel to Handel's March. 
Two marches by Frederick the Great are appended. 60 These 
are typical of the German military march style of the time, 
and it is also significant that each bears the title of a 
specific military unit. The first march is quite similar 
in style to the Krieger, anonymous, and Fischer marches, 
except perhaps for its greater length and expanded form. 
The second march has greater rhythmical complexity and a 
somewhat more ornamented melodic line. This points to 
influences of the Stile Galante style. It probably served 
as a Parade Marsch (slow march), while the first was per-
formed as a Geschwind Marsch. It is presumed that Frederick 
wrote these for the Harmoniemusik instrumentation, with 
possible variations in instruments, and that Voigt made 
his arrangements from that combination. The instrumenta-
tion of Voigt's score is that of the late nineteenth cen-
tury German military band. 
Other marches , having a certain amount of historical 
interest, are the Dutch marches written during the Spanish 
59 Ibid., p. 12. 
60 See Examples No. 2b and No. ~' Appendix A. 
succession. Three examples have been selected for their 
variety and contrast in style. Though they appear in 
piano score, it is presumed that they were played by a 
military wind-band. 61 Another collection of marches 
having historical interest is the Spanish Toques de Guerra 
(military music). 62 These marches written by Tejada are 
simple, folk-like tunes. The appended examples are scored 
for clarinets, pifanos (fifes), and drums. The syllables 
appearing below the drum part are mnemonics as an aid to 
the drummers in learning their parts. 
English marches. A difference of opinion exists, 
again between Kappey and Farmer, concerning the status of 
military marches in England at this period. Kappey feels 
that England did not contribute in any manner to the 
improvement or progress of wind music at this time and, 
therefore, was of little influence in this area of music. 
Farmer, in defense of English wind-bands, states that 
Kappey is not only unjust, but is lacking in documentary 
evidence to support his thesis. 63 In rebuttal, Farmer 
II describes an elaborate edition by Breitkopf and Hartel 
61see Example No. 17, Appendix A. 
62see Example No. 28, Appendix A. 
63Farmer, The Rise and Development of Military 
Music, op. cit., P,6~ --
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(in 1896) entitled Musik am Preussischen Hofe ("Music at 
the Prussian Court"), collected from the Royal Library 
and edited by Thouret. Included among the compositions 
are English marches and other selections for military 
band. These works were sent to Germany for the marriage 
of the Duke of York to Frederica of Prussia in 1791. On 
the basis of these marches, Thouret claims that, between 
1750 and 1770, the English military march must have made 
vast improvement and compared very favorably with the 
Continental march. He was impressed enough with the 
English march to state that it "served as a model for 
Europe", giving tunefulness and briskness as its charac-
teristics.64 
In a later source, Farmer seems to have uncovered 
other evidence which leads him to agree with Kappey's 
stand to some extent. In contrast to the Continental 
countries who took great pride in their military marches, 
the English seemed to show little interest in military 
music, especially in the traditional "Regimental march". 
Farmer offers two factors as a possible cause for this 
92 
situation. First, the military wind-bands were subscribed 
and underwritten by the offers of individual regiments who 
operated on the principle that "he who pays the piper calls 
64Ibid., p. 66. 
the tune."65 The regimental colonels would, therefore, 
choose as their march any piece of music that appealed 
to them, regardless of the source. The difficulty was 
that England did not seem to have an ample supply of 
traditional ana historic material from which to choose. 
The second factor was a strong penchant for foreign 
marches which was once again in vogue in England at this 
time, as it had been when Playford issued his "Sprightly 
Companion . 
in 1695. 66 
a Collection of the Best Foreign Marches", 
In yet another source, Farmer attests to the fact 
93 
that, early in the eighteenth century, the English were 
just beginning to establish traditional regimental marches. 
He mentions that marches from Handel's Scipione (1726) 67 
ana Rinaldo (1711) were being played by military bands 
68 
ana were extremely popular. Hatton ana Farmer both 
support Rockstro who claims that Handel composed the march 
from Scipione for the Grenadier Guards as their slow march 
before he introduced it into his opera. 69 Though of a 
65Farmer, "March, " op. cit., pp. 565-6. 
66 rbia. 
67see Example No. 24, Appendix A. 
68Farmer, Military Music, op. cit., p. 32. 
69Hatton, op. cit.; p. 55; Farmer, The Rise ana 
Development of MiiTtaryMusic, op. cit., pJ):-6r::g:- --
later period, an American collection of marches arranged 
for oboe, clarinet, and bassoon {1807) contains marches 
-70 from several oratorios by Handel. The oratorios include 
Saul {1739) and Judas Maccabeus {1746).71 There is pre-
served in the Fitzwilliam Library in Cambridge, England, 
the manuscript parts for a March by Handel written for 
three double-reed instruments.72 Haas describes this 
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march as 11 typical of the kind of music the small bands 
played at the changing of the guard at St. James' Park, 
which took place daily during Handel's lifetime."73 There 
is no date given on the music. It is thought to be from 
an oratorio or opera. The rhythm has the energetic drive 
of the late Baroque style. It is flowing, straightforward, 
and rather lyrical, with the rhythmic activity supplied by 
running figures of eighth-notes . This is in contrast to 
the Germanic style march with its preponderance of n 
figures occurring throughout, giving a heavier and more 
accented effect. The compositional style is contrapuntal 
7°T. Olmstead, Martial Music, a Collection of 
Marches {Albany, New York: Daniel Steele, 1807), pp. 17, 
28' 30-1. 
71see Examples No. 78 and No~ 79, Appendix A. 
72see Example No. 23, Appendix A. 
73Karl Haas, Notes on score flyleaf to "Rigaudon, 
Bourree, and March" by G. F. Handel (London: :Musica Rara 
Edition, 1958). . 
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but not overly complex, and is based on a simple, but some-
what sophisticated, harmonic scheme. It bas some features 
of the Italian style, such as: strong, regular rhythm; the 
melodic line emphasizing the tonality; rapid scale-like 
passages; and repetition of notes. Lang clarifies the 
homogeneity of Handel's instrumental style after the 
composer settled in London when be says, 
The pomp and circumstance of his processionals and 
marches was a familiar aspect of the English lyric 
stage, together ~4th the trumpet fanfares he learned 
in Venice .... 
By mid-eighteenth century and later, marches 
written by English composers were thought to compare 
rather well with those being written on the Continent. 
It is possible that they may be found in such folios of 
march collections of the time as: 
Warlike Music . A Choice Collection of Marches 
and Trumpet Tunes ... ~y Mr. Handel, St. Martini, 
and the Most Eminent Masters {circa 1760); Thirty 
Favorite Marches Which Are Now in V{gue (circa 1760), 
and Collection of Airs and Marches Bremner, circa 
1765)'75 - -- -
Hind refers to a General Monckton's March written for the 
17th Regiment of Foot Guards in 1762, but does not give 
the composer's name. It is scored for two oboes, two 
74 Lang, op. cit., p. 519. 
75Farmer, "March, " op. cit., p. 566. 
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clarinets, two horns, and bassoon, similar to the Harmonie-
musik instrumentation. The last part is appended.76 Of 
this march, Hind writes that, 
. . . the pairs of oboes and clarinets are each 
playing in unison and the general tendency is for 
these parts to proceed in parallel motion, all built 
upon a simple harmonic structure. When the oboes 
and clarinets were each divided into first and second 
it was often the custom for the oboes and clarinets 
to duplicate each other, probably to ensure that the 
absence of oboes, which were not found in all bands, 
should not affect the balance of parts.77 
The slow march of this period was usually written in 4/4, 
and the quick marches either in 2/4 or 6/8. The English 
are credited with making the 6/8 march popular. Good 
examples of regimental marches in the quick-march style 
may be found in "Aird's Selection of Scotch, English, 
Irish, and Foreign Airs (Glasgow, 1778 and later). n78 
In the last quarter of the eighteenth century, a 
trend in English military music, which may be regarded as 
something of a renaissance, began taking shape. It was 
probably with reference to this period that the previously 
mentioned Thouret made his remarks in favor of the quality 
and characteristics of the English march. With an increase 
in the number of wind-bands as part of newly-formed military 
76see Example No. 40, Appendix A. 
77Hind, "Military Band," op. cit., p. 768. 
78 . Farmer, "March, 11 loc. cit. 
units, there also arose an increase in the compositional 
activity among composers regarding both slow and quick 
marches.79 In the British Museum are the manuscript 
scores of four marches by Dibdin, one of which is 
appended. 80 Johann Christian, the "London Bach,'' com-
posed at least six marches, four of them utilizing the 
Harmoniemusik instrumentation.81 C. P. E. Bach, likewise, 
wrote several marches for wind-band, employing the same 
basic combination of instruments. 82 As the title of Carl 
Philipp's marches implies, the six compositions are brief, 
but lively and virile. The Lorenz edition gives the date 
of 1775. It also shows a 2/4 meter for each march. The 
style of each work, however, is such that there is suffi-
cient contrast of tempo to fulfill the basic types of 
marches previously described by Moser. It is significant 
that only two of the six marches contain any dotted 
rhythms. They are fundamentally in the straightforward, 
even manner of the appended example. The Lorenz edition 
also gives a set of Two Marches, both of which are in a 
more heavily accented style than the previous six. A 
79Ibid. 
8°see Example No. 52, Appendix A. 
81see Example No. 30, Appendix A. 
82see Example No. 29, Appendix A. 
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preponderance of dotted-rhythm figures are the cause for 
this effect. Further, the linear, contrapuntal technique 
of assigning the musical elements in the first six marches 
gives way to a melodic line, in unison or harmonized, 
accompanied in a more homophonic fashion. 
Johann Christian's marches are examples of the 
trend toward regimental marches as each of the three 
marches bears the name of a particular military unit. 
The three compositions are similar in style, rhythm, 
melodic contour, form, and key, as well as meter signa-
tures. In contrast to Carl Philipp, Johann Christian 
employs a generous amount of dotted-note rhythms in each 
of the marches. The effect is a more punctuated style 
than the flowing line of Carl Philipp's marches. There 
is perhaps less tendency toward arpeggiated or triadic-
type melodies in Johann Christian's marches as there 
appear in Carl Philipp's. 
A rather unusual march, with reference to its com-
poser, is the March in D by Samuel Wesley, son of Charles 
Wesley, the hymn writer. 83 The unusual aspect is that the 
composer is reputed to have been but eight years old when 
he composed it in 1777~ On the second page of the score, 
there is a notation on the horn line reading "no such note 
83see Example No. 41, Appendix A. 
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as F", and on the third page, another notation reading 11no 
F." That the notation may have been the work of a horn 
player unaware of using the hand to change the pitch of 
the natural horn may be suppor~ed by a report of its 
first performance. Wesley's father relates that his son 
was dissatisfied with the playing of his composition and 
exclaimed that the fault was with the horns. Presumably 
having corrected the horn part, "the march was played 
over again from the original score with as much deference 
as might have been shown Handel. 1184 As far as the style 
is concerned, it is in keeping with the marches of this 
period and meets the qualifications for marches as out-
lined by Phillips. Of marches, he says that, "To be 
functionally effective, a march must be rhythmic, defini-
tive in form and melody, and uncomplicated in harmony and 
counterpoint. "85 
Haydn's marches. Throughout various periods of his 
compositional career, Haydn contributed to the wind-band 
repertoire. These works include several marches and Feld-
partiten. In discussing Haydn's marches, Geiringer feels 
that he "does not seem to have attributed any great 
84zealley and Hume, op. cit., p. 25. 
85Phillips, op. cit., p. 308. 
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importance to them. 1186 Though Haydn's marches lack the 
stature and depth of his symphonies and string quartets, 
they are, nevertheless, of some merit and importance, if 
for no other reason than to point out the rich musical 
inheritance of the wind-band repertoire. Again, compared 
to his other works, these seem inconsequential, musically 
speaking. Yet, as Geiringer describes them, they are 
"short, strongly rhythmical pieces of a vigorous and 
virile character ... "87 which would lead one to agree 
with Goldman who writes that they are "rather superior 
to most of the light music played by bands today."88 
While in the service of Prince Eszterhazy, it was 
necessary for Haydn to supply the Prince's military band 
with music for military parades involving the Grenadiers. 
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There were needed, of course, marches for these occasions. 
During the 1780's, Haydn wrote several occasional pieces 
for the Prince's military band called Feldpartiten, of 
which Hoboken lists six in all. 89 The Harmoniemusik 
86Karl Geiringer, 
York: W. W. Norton {New 
87 Ibid. 
Haydn, A Creative Life in Music 
and Company, Inc.,-r946~ p. 284. 
88Goldman, The Band's Music, op. cit., p. 28. 
89Anthony van Hoboken, Joseph Haydn Thematisch-
Bibliographisches Werkverzeichnis {Mainz: B. Schott 
S8hne, 1957), Band I, Gruppe II, 41-46, pp. 328-31. 
combination when used for military purposes was called 
Feldharmonie, the name of Feldparthien or Feldpartiten, 
therefore, for outdoor compositions using this instru-
mentation. As a musical form, the Feldpartiten or Feld-
parthien is reminiscent of the partita, a seventeenth 
century suite of variations. 
Haydn's output of marches includes several written 
for wind-band per se, others as parts of Feldpartiten, 
one or two for inclusion in operas, and others arranged 
for the pianoforte. The significant fact here is that 
Haydn inserted a march as the first movement in three of 
the six Feldpartiten. Hoboken lists them as: No. 2 in 
B-flat, 
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No. 4 in F, 
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No. 5 in F. 
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The basic difference, if any, between the marches as part 
of these wind ensemble pieces and those written for actual 
military parades may be found in the statement by Lincoln 
concerning the origin of the German march. He states that, 
as far as the melodic origin of the German march is con-
cerned, it "would seem to have been influenced by the 
'Allemande' in 2/4 time. "90 One of the characteristics 
of the Allemande is that it commences with a short up-beat, 
and the other characteristic, that during the seventeenth 
century it was used as the first movement of a suite. The 
marches in the Feldpartiten fill the latter category, but 
in each case do not commence with the short up-beat.91 
Stylistically, the marches in the Feldpartiten seem to 
have more the quality and character of chamber music than 
of military music. Many of the divertimenti and 
9°H. J. Lincoln, "March," Grove's Dict i onary of 
Music and Musicians, J. A. Fuller Maitland, ea. (New~ork: 
The MacMillan Company, 1911) , Vol. 3, p. 50. 
91see above examples. 
Feldpartiten have an allegro movement which suggests the 
spirit and character of the march without actually desig-
nating it as such. The problem becomes one of proper 
classification. The appended Feldpartie in C is a case 
in point.92 
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The appended examples of Haydn's marches are, 
according to Landon, known to be genuine. Landon suggests 
doubt that the C major March in Act II of Il mondo della 
luna, which Hoboken includes under marches (VIII:5), belongs 
in this group. He goes on to say that "the various marches 
in the Donaueschingen library under Haydn's name (Hoboken 
VIII:Cl, C2, Dl, Esl) are all very doubtful and are, in 
any case, piano arrangements. u93 It is known that Haydn 
wrote piano arrangements of the marches included here. 
A march unlisted by Hoboken is the Marche Regimento 
de Marshall. Concerning this composition, Lumsden writes, 
. . . this is an original work for wind, sometimes 
known as Marche Regimento de Marshall. The manuscript 
parts are in the Clam-Galles Collection, now National 
Museum Prague (cat. 1192). Although the manuscript 
states that the work dates from 17724 it may in fact have been written somewhat earlier.9 
92see Example No. 32, Appendix A. 
93H. C. Robbins Landon, Notes on score flyleaf. 
Marsche by Joseph Haydn (Vienna: Verlag Doblinger, 1959). 
94From a letter to the writer by Alan Lumsden, 
editor, Musica Rara, London, England, May 3, 1961. (See 
Example No. 33, Appendix A.) 
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Stylistically, the march has a rhythmically active, flowing, 
and embellished melodic line, indicative of the Stile 
Galante technique. The dotted-note rhythms in Section II, 
measures 5-8, indicate the trend toward a combination of 
the preeominant uneven rhythms of Lully's period and the 
even, flowing late Baroque manner. The correction of the 
rhythmical errors in measure 7 of Section II are Landon's. 
It is interesting to note the similarity of this march with 
those in C. P. E. Bach's Two Marches in which the top voice 
carries the melodic line almost entirely, accompanied by 
the other voices. 
During Haydn's second journey to London, he was 
persuaded by an English officer to accept a commission to 
write two marches for his regiment. The title page of 
these marches shows the following inscription: "Two 
Marches,/ Composed by/ J: Haydn . M. D./ for/ Sir Henry 
Harpur, Bart./ and presented by him, to the/ Volunteer 
Cavalry, of/ Derbyshire;/ embodied in the year,/ 1794./ 
London, Printed for Sir Henry Harpur, Bart. by Willm. 
Simpkins, Clements Inn." Both of the marches are brief, 
stylistically similar, and contain a preponderance of 
dotted-note rhythms due to the fact that the marches were 
used for mounted parades. The intervallic nature of the 
melodic line suggests the influence of trumpet fanfares 
in march compositional style.95 A third English march, 
written about 1792 for the Prince of Wales, later George 
IV, and bears the title, March for the Prince of Wales.96 
There is also a March for the Royal Society of Musicians. 
Evidence shows that this and the Prince of Wales' march 
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are one and the same. Haydn was reportedly invited to the 
Society's annual dinner and was asked to write a composi-
tion for the occasion. Haydn merely added two flute, 
string, and second trumpet parts and changed the word 
clarino to clarini on the score.97 The exp~nded form, · 
thematic material, developmental and transitional material, 
and general structure indicate true craftsmanship in com-
posing for wind instruments. The smooth, even, flowing 
thematic lines soften the heavy harmonic and rhythmic 
structure of dotted notes. It is a good example of the 
fine sense of balance in musical composition which Haydn 
had acquired by this period of his career. With regard 
to march style, it is prophetic of present-day marches 
with two sections plus trio. 
95see Examples No. 34 and No. 35, Appendix A. 
96see Ex.ample No. 36, Appendix A. 
97Karl Haas, "Four Marches," Notes on record jacket, 
Westminster Records, Album XWN 18058. 
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The Hungarischer National Marsch which Haydn wrote 
in 1802, while in Vienna, is perhaps the most sophisticated 
work of this type. From a composition standpoint, it 
indicates the technique of handling a single theme in the 
hands of a master. The monothematic idea, consisting of 
several motives, is expertly handled. The counterpoint 
for Fagotto I, measure 1-2, is given to Oboe I, measures 
5-6, then shown in retrograde two measures before (20). 
Though showing some similarity to his other marches, Haydn 
manages to give this march a unique individuality. He 
accomplishes this through a combination of even and uneven 
rhythms in the melodic material, cross-rhythms, contrapuntal 
material, and generally more variety of assignment of 
musical elements to the various instruments.98 
Marcia (Hoboken VIII:6) was composed about 1783. 
The style of the march indicates a rather fast tempo, and 
was supposedly used as a general salute in military parades. 
Haydn used it later in one of his pieces for a musical 
clock. Stylistically, there is a certain analogy between 
this march and the Marche Regimento de Marshall, except 
for a bit less rhythmical activity and less ornamentation. 
It is a striking contrast to the smooth, linear contour of 
the March for the Prince of Wales with its strident, 
98see Example No. 37, Appendix A. 
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powerful rhythms of dotted figures. The sudden changes in 
dynamic levels indicates a rather dramatic effect.99 
Landon states that the March (Hoboken VIII:7) shows an 
incomplete autograph score and surmises that it was 
intended for some English person or group. The first 
eight measures, which appear on the original score, show 
a similarity in style and type to the Derbyshire Marches. 100 
Various composers on the Continent. Other marches 
written for wind-band at this time include a march by 
Michael Haydn who utilized a style in keeping with the 
phenomenal wave of popularity for so-called 11Turkish 
music." The march bears the title, Ttlrkischer Marsch, 
and the date 1795. It was scored for twelve wind instru-
ments plus percussion. To attain the 11Turkish music" 
style the composer made use of a variety of effects, 
heavily accented beat, and a rhythmical solidity afforded 
by percussion instruments, as well as the forward drive 
of a duple meter melodic line. 101 
Pugnani (1731-1798), a famous violinist, also 
occupied the position of director of military music for 
99see Example No. 38' , Appendix A. 
lOOsee Example No. 39, Appendix A. 
lOlsee Example No. 42, Appendix A. 
the Duke of Piedmont. In this capacity, he composed 
several marches for the bands which he helped organize 
for the Duke. An example is given below. Rhythmically, 
harmonically, and stylistically, it does not differ from 
others of the same period, except for the absence of the 
short up-beat. 
A significant trend during the eighteenth century 
was the gradual withdrawal on the part of the composers 
from the necessity of basing the march solely on the 
rhythmic pattern of a drum beat. The melodic line became 
more independent and subjective and was reinforced by the 
rhythmic pattern of the drum part rather than being based 
on it. Spitta feels that Reichardt stands on the thres-
108 
hold of a new era with his march from the opera, Rosmonda.l02 
The energy of the rhythm, the power of the modulations, 
102spitta, loc. cit. 
and the magnitude of the thematic development all advance 
him in the same direction as Beethoven. 103 
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Antonfn VranickY, a comparatively obscure Moravian 
composer (1761-1820), is responsible for an interesting 
set of marches for wind-band during the late eighteenth 
century. Vranick§, a violinist, also studied composition 
in Vienna with Haydn, Mozart, and Albrechtsberger. In 
1794, he was engaged as conductor, composer, arranger, and 
performer at the Roudnice Castle of Josef Franz Maxmilian, 
Prince of Lobkowicz in Bohemia. 
The marches referred to above are the six Lovecke 
Pochody, or "Hunter's Marches, nand belong to works typical 
of the type which were introduced to Central Europe by 
Count Spork and to Russia by the Czech musician, Mares, 
about 1760. 104 There is no explanation of the term 
"hunter's marches" in the notes attached to the score of 
VranickY's marches. Perhaps the various selections were 
used at specific, but different, times during the hunt or 
chase. There is the possibility that the composer's main 
object here was to write compositions in the spirit of the 
music performed at these events and nothing more. The one 
103see Example No. 61, Appendix A. 
l04Antonfn VranickY, Lovecke Pochody (Hunter's 
Marches) (Prague: Hudebni Matice Umelecke Besedy, 1948). 
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rather inescapable fact is that the music is obviously 
intended for outdoor performance. Regarding form, rhythmic 
elements, and general style, these marches are similar to 
others of the period. The absence of the short up-beat is 
one noticeable difference in the case of all six marches. 
The fifth march, in 6/8, is most closely related to the 
type of music used for the hunt or chase, and resembles 
the British 6/8 march as well . The sixth march is in the 
rhythm and style of the French march of the time. 105 
It is known that Gluck was requested to compose 
some music for French military bands. Brenet speaks of 
a letter written by Favart, one of the directors of the 
Opera-Comique in Paris, to Count Durazzo, a theatre 
manager, who was helping Gluck produce his operas. The 
idea was to induce Gluck to write military music after 
his arrival in Paris. It is not known if Gluck ever 
received the request from the Count, or if he did, whether 
106 he was favorable to the idea . Gluck, like Handel, did 
make use of the march as a type of musical form in his 
operatic works, i.e., the march in Alceste. A combination 
of the processional march and the forward-driving, more 
105see Example No. 43, Appendix A. 
106Brenet, La Musique Militaire, op. cit., p. 55. 
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rhythmically punctuated style of the eighteenth century 
march found expression in the operas and music dramas of 
Handel and Gluck. 
Goldman, Farmer, Fennell, ancL others, are in agree-
ment that with Mozart, wind-music reaches the uppermost 
development in its history thus far. 107 No other composer, 
these sources claim, displayed better understanding of the 
capabilities, sonorities, blending powers, and general 
characteristics of wind instruments. In this regard, 
Mozart was breaking ground in the art of scoring for 
other composers to follow. 
Mozart composed several marches, but these are for 
orchestra, or for a small combination of strings and winds. 
There are none labeled March written for wind-band as used 
in this study. In his divertimenti, cassations, and sere-
nades, Mozart included a movement entitled March, or one 
which was in the spirit or style of a march. Of the actual 
marches, one score, along with a reproduction of a page 
from the autograph, is appended. This is the Marsch (K.V. 
No. 189, K.E. No. 167b) composed in 1773 when Mozart would 
have been seventeen years of age . The ornamented melodic 
line, rhythmical activity of the melodic line and underlying 
107Goldman, The Band's Music, op. cit., p. 28; 
Farmer, Military MuSIC, op. cit., p. 33; Fennell, op. cit., 
pp. 10-11. 
voices, and the light and somewhat gay effect seem to 
indicate that the composition belongs to the Stile Galante 
style. Though Mozart uses dotted-note figures, they are 
contained in rather rapid passages which tend to soften 
the heavy, accented manner of Haydn's marches. The long, 
sweeping line of the "singing allegro" theme in measures 
9-12 is noteworthy. The march appears to be written for 
. 108 purposes other than military. 
Not all of Mozart's marches are appended here as 
examples. Those which are included indicate that he was 
capable of composing true marches in the sense as used 
in this study. They are: Marsch (K.V. No. 215, K.E. 
109 . II . . No. 213b); No. ! of 2 Marsche (K.V. No. 335, K.E.No. 
110 . . 111 320a); and No. ! of 3 MMrsche (K. V. No. 408 ). Each 
of these marches has the necessary rhythmic drive and 
spirit, especially K.V. No. 215 and K.V. No. 408. K.V. 
No. 335 has a strong opening theme, but beginning measure 
6, the answering figures between the voices tend to lessen 
the intensity somewhat. Undoubtedly this was Mozart's 
intention. The battendo col legno designation in this 
108see Example No. 47, Appendix A. 
109see Example No. 48, Appendix A. 
llOsee Example No. 49, Appendix A. 
lllsee Example No. 50, Appendix A. 
march is quite interesting. The effect should be one of 
imitating percussion instruments. There is a certain 
similarity between K.V. No. 408 and Beethoven's Marsch 
(Zapfenstreich) . 
With regard to the marcia movements in the cassa-
112 113 tions, K.V. No. 63, and K.V. No. 99 (K.E. No. 63a), 
it should be noted that this type of music was for enter-
tainment, generally speaking. Along with divertimenti 
and serenades, which were considered as belonging to the 
same classification, they were usually composed for 
specific functions: weddings, name-day celebrations, 
and royal installations. Performances were held outdoors 
113 
in summer and indoors in winter. Final-Musik, Tafelmusik, 
and Festmusik are other titles used for these works, and 
often used interchangeably or as sub-titles. During the 
performances, many works were preceded and sometimes fol-
lowed by a march, perhaps allowing either musicians or 
guests to enter and leave. Many of the separate marches 
composed by Mozart were meant for this purpose, to be used 
for works not having integral marches. Comparatively 
speaking, the marcia movements in the cassations have a 
ll2see Example No. 44, Appendix A. 
113see Example No. 45, Appendix A. 
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march-like quality but lack the power, drive, and style of 
the actual marches. 
The Post-French Revolution and Napoleonic Period 
There is little to compare French military music 
just prior to the Revolution with similar compositions by 
Lully and his contemporaries. Rousseau's scalding criti-
cisms of the quality and quantity of French military 
marches around mid-eighteenth century alludes to this 
fact. One of the many effects of the French Revolution 
on the wind-band was to give France a position of world-
wide pre-eminence in the field of wind-band and wind-band 
music. 
Plans by Robespierre and the later Constitutional 
Conventions for regular and periodic national festivals 
to be observed throughout France gave rise to a higher 
level of musical composition and performance. Many estab-
lished French composers provided a tremendous volume of 
much needed literature for performance at these festivals. 
Goldman feels that the music of this period begins to meet 
the modern conception of wind-band music with regard to 
scope, form, and character. 114 In addition to the settings 
of patriotic songs, symphonies, suites, and overtures, 
114Goldman, The Concert Band, op. cit., p. 188. 
~------- ----- -- ---
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there was a profusion of various types of marches. Brenet 
describes these as follows: 
The two rhythmic types of the normal march in 
quarter-time (4/4) and of the quick march, or the 
double-quick march, in 6/8, might be indicated here 
by the themes of two pieces by Gossec and the clari-
netist Lefevre.ll5 
In addition to Gossec and Lefevre, other composers who 
wrote marches for French wind-bands were: Cherubini, 
Catel, Berton, Michel and Francois Gebauer, Paisiello, 
Blasius, and Paer who wrote four Grandes Marches for 
Napoleon's wedding to Marie Louise in 1810. 116 
The appended marches by Catel, Gossec, Lefevre, 
Jadin, Gebauer, and Berton indicate that the types of 
marches had become quite varied by this time. The most 
outstanding feature of these marches is that the melodic 
11~renet, La Musique Militaire, op. cit., p. 74. 
ll6see Example Nos. 53-60, Appendix A. 
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line is quite linear and rather diatonic for the most part. 
This is in contrast to the earlier marches based on triadic 
type melodies giving the appearance somewhat of trumpet fan-
fares. The melodiousness of these French marches is at 
once very apparent. The dotted-note rhythm, in combina-
tion with even rhythms, had remained to give the necessary 
punctuated effect or accent to the melodic line whenever 
desired. Any florid material is now incorporated in the 
melodic line. The inner and bass voices are conceived 
in a manner which indicates that they are designed to do 
more than merely outline the rhythmic cadence. The impres-
sion gained from an analysis of these marches is that they 
were composed primarily for concert performances as opposed 
to parade or military purposes . 
The marches labeled Pas de Manoeuvre are clearly 
compositions for parades, military reviews, and ceremonies 
for mounted and dismounted troops. 
English marches of the same period. John Parry 
(1776-1851), the English bandmaster, also a composer and 
critic, was in charge of the Denbigh Militia band and 
wrote a march for the unit to which his band was attached, 
a part of which is appended. 117 The composition, March 
ll7see Example No. 62, Appendix A. 
for the Royal Debigshire Militia, indicates certain fresh 
developments in march composition. 
Another late eighteenth century English composer 
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of wind-band marches is Thomas Essex. An example included 
here is typical of the English marches of the period. 118 
It seems evident from these last two works that composers 
of marches, especially those of secondary quality, made 
use of a rather stereotyped formula of rhythmic and 
melodic patterns. 
IV. EARLY NINETEENTH CENTURY MARCHES 
Turning to the lands beyond the Rhine, the auspi-
ciousness which Beethoven gave the wind-band and its music 
must be noted. As stated earlier, though the several 
marches Beethoven composed cannot bear comparison with 
the grandeur and scope of his symphonies, nor the inten-
sity of his last string quartets , they have a substantial 
amount of musical merit, quality, and vitality. Goldman, 
in discussing Beethoven's compositions for wind instru-
ments, writes that his marches 11 are, however, by no means 
negligible.rrll9 In a later work on the same subject, he 
writes that 11Beethoven 1 s marches ... are fairly negligible 
118 See Example No. 51, Appendix A. 
ll9Goldman, The Band 1 s Music, op. cit., p. 29. 
from a musical standpoint, although interesting historic-
ally as minor works of major figures. "120 
118 
Beethoven's output of marches for wina-bana includes: 
Marsch (March in C), Marsch Zapfenstreich (1809), Zwei 
MHrsche f~r Milit~rmusik (Two Marches in F for Military 
Band, 1809 ana 1810) , ana Militair-Marsch (Military 
March in D, 1816). Whereas composers, such as Gluck, 
failed to respond to demands for march compositions, 
others, like Haydn ana Beethoven, assented. An example is 
Beethoven's first March in F, written in 1809 for the 
Bohemian Landwehr. It is also known by the name of March 
for the Archduke Antoine. 121 The composition simply 
labeled Marsch (the March in C) does not have a publica-
tion date. The instrumentation bears a close resemblance 
to the early eighteenth century Harmoniemusik combination. 
On the basis of this fact, it would seem possible that 
Beethoven wrote the march during the same period as the 
Sextet, Op. 71, in which he used almost the same instru-
mentation. 122 The second March in F (181) uses an instru-
mentation contemporary with the practice of the Austrian 
bands of the time, save for the omission of trombones. 
120Golaman, The Concert Band, op. cit., p. 189. 
12lsee Example No. 65, Appendix A. 
l22see Example No. 63, Appendix A. 
An interesting item is Beethoven's use of the clarinet in 
F, which had been previously employed only in French 
bands . 123 
The March in D is given the place of honor among 
all of Beethoven's march compositions. This is based on 
119 
his use of the instrumental resources of the time, indi-
cating a futuristic trend in advance of his contemporaries. 
Farmer concludes that Beethoven had an inkling of this 
which may be interpreted in his letter to Peters, the 
publisher, in 1823: 
It could be played by several wind bands united, 
but even if one military band was not strong enough, 
this could be easily arranged by a bandmaster leaving 
out some of the parts; you could find with ease some-
one in Leipzig who would show you how this could be 
done with fewer players; although I should be sorry 
if it did not appear exactly as it is in print.l24 
The growth of the wind-band of the early nineteenth 
century, with regard to instrumentation and number of 
parts, may be deduced from the March in D. The number of 
parts for which Beethoven scored is almost double those 
of the first March in F. Beethoven's Marsch (Zapfenstreich), 
Zwei MM.rsche, and Mili tair- Marsch each display a tremen-
dous amount of vitality, energy, and drive within their 
scope and nature. The Zapfenstreich and Militair-Marsch 
123see Example No. 63, Appendix A. 
124Farmer, Military Music, op. cit., pp. 41-42. 
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are examples of the enlargement and expansion of the march 
form that had taken place by this time. The evolution and 
development not only of the march form, but rhythmic pat-
terns, motivic material, developmental and transitional 
material, and all other elements pertaining to march com-
position seemed to have found culmination in the works of 
Beethoven. 
The last two marches mentioned above have several 
points of similarity. They have the same basic form, 
except for more expansion in the case of Militair-Marsch. 
The two sections before the "Trio" contain a basic dotted-
note, or uneven rhythmic figure, while the "Trio" sections 
contain a contrasting even rhythm pattern. The second 
section of each march has a considerable amount of 
developmental and transitional material before returning 
to the main theme. The motivic material, dynamics, and 
rhythmic effects all lend a dramatic intensity to each 
march. 
II The Zwei Marsche are evidently marches of a varying 
type and purpose than the above two. The brisk, running 
rhythmic figure gives the impression of allemande and 
gavotte. These marches are also reminiscent of Michael 
tt Haydn's Turkischer Marsch, with its duple meter, driving 
style, even rhythms, and heavy accents in the percussion 
parts to mark out the cadence. Another element which is 
discernible in the thematic material of these marches is 
its obvious trumpet fanfare style rhythms and intervals, 
regardless of the sweeping runs in the second section of 
March No. 2. As in the case of all Beethoven's marches, 
the material is highly integrated which adds to the 
solidity and coherence of the compositions. Beethoven's 
contemporaries include: Witassek who wrote a March and 
Allegro for Military Band; S~ssmayer who composed a March 
in C for a German Volunteer Corps, the manuscript of 
which is in the British Museum; 125 and a March in F by 
Stamitz. 126 Spontini also wrote marches for military 
bands, as may be noted by the appended example, Marsch 
aus Ferd. Cortez (March from Ferdinand Cortez, 1816). 
The instrumentation, musical form and style, and number 
of parts all bear a strong similarity to Beethoven's 
March in D. 127 Another set of marches which have a close 
resemblance to Beethoven's March in Dare the Three Grand 
Military Marches composed by Hummel, at about the same 
time as the last Beethoven march, for the Grand Duke 
Nicholas of Russia. The similarity may be noted in the 
instrumentation, expanded form, and general style of the 
125see Example No. 67, Appendix A. 
126see Example No. 68, Appendix A. 
127see Example No. 69, Appendix A. 
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marches. Probably due to the limited number of staves on 
the score sheet, Hummel wrote his percussion parts at the 
end of the march on a separate score. 128 
V. MILITARY MUSIC IN AMERICA 
The last half of the eighteenth century may be 
aptly described as the period of revolutions, including 
the French Revolution, the American Revolution, and the 
Napoleonic Wars. Fennell feels that these events "had a 
marked influence on the whole field of art and affected 
almost all of the music written then and since."129 One 
of these influences has been described in connection with 
the rise of military spirit and the military life in 
France due to the Napoleonic Wars, and that this had a 
direct bearing on the growth of interest in military 
music. White attributes the trend and style of military 
music in America as influenced by England when he says 
that ". . . social thought and customs in America were 
strongly dominated by English influences. 11 130 
122 
128see Examples No. 70, No. 71, and No. 72, Appendix A. 
129Fennell, op. cit., p. 11. 
13°william Carter White, A History of Military 
Music in America {New York: The-Exposition-Press, 1944), 
p. 14. 
There develops a striking similarity between the 
need and use of music in France after the Revolution, and 
the days in America just before the American Revolution. 
Whereas military music was a vastly important element of 
the national festivals in commemoration of the French 
Revolution, there was an equal need for music during the 
several patriotic demonstrations which took place just 
before the actual outbreak of the Revolutionary War. 131 
Marches were undoubterlly included, if one recalls the 
spirit-rousing tendency of this type of music as utilized 
by European military commanders in past centuries. 
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The sources of marches from this period of American 
history are mainly two: (1) marches which have been 
written and arranged for the piano; and (2) marches 
written and arranged to be played on the fife, German 
flute, violin, or oboe. These may be found in collec-
tions or instruction manuals of the post-Revolutionary 
War period. One good example of an extant march for wind-
band in score form is A Favorite March and Quick Step for 
the Edinburgh Volunteers by a Miss R. Baillie. The fact 
that the publisher indicates that this work was arranged 
for band by them . suggests that the composer probably 
wrote the march for some other media, perhaps piano. 
131 4 Ibid., p. 0. 
The combined clarinet and bassoon parts, serving as a 
piano part as well, is an interesting item. 132 
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Military music of the Continental Army consisted of 
the fife and drum. 133 The American military commanders 
were conscious of a real need for music to aid in main-
taining discipline, morale, and esprit de corps among the 
troops. Since there was no precedent for military music 
in the American forces, there seemed to be no other 
recourse than to adopt what was most readily available 
to them. 134 The titles of the various marches for the 
fife suggest English or European influences. They include: 
Slow Scotch, Quick Scotch, The Austrian, The Hessian, and 
The Dutch. 135 The drum parts to these recall the adapta-
tion of the melodic line to a predetermined drum-beat by 
Lully and his contemporaries. Musically, these marches 
are similar to European marches of the same period con-
cerning meter, rhythmic patterns, form, and the short 
up-beat. 
Collections or music and instrumental instruction 
books published after the Revolutionary War contain a 
132see Example No. 7~, Appendix A. 
l33White, op. cit., p. 18. 
134
rbid., p. 21. 
l35see Example No. 75, Appendix A. 
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considerable number of marches. One of the earliest of 
these listed by Sonneck bears the date 1796 and is 
entitled Military Amusement. 136 A flute instruction book, 
Compleat Instructions for the German Flute (1805 ?) con-
tains marches. 137 One of the most extensive volumes on 
marches is found in the Massachusetts Collection of 
Martial Music {1826). This not only contains marches 
for the fife and drum, but drum beats for every military 
signal and command in use at the time. · Other contemporary 
instruction books containing marches are: The Compleat 
Tutor for the Fife (circa 1805) and The Complete Fifer's 
Museum by Hulbert. 138 
The marches listed in the ''Historical Collections 
of the Essex Institute" at Salem, Massachusetts, are 
written for piano arrangement. This may be in keeping 
with the idea that many composers wrote marches in piano 
version form and left the task of arranging the composi-
tion for a wind-band to the individual bandmaster. There 
is little musically to distinguish the marches listed in 
the above collections, instruction books, and piano scores 
136o. G. T. Sonneck, A Bibliography of Early Secular 
American Music (18th CenturyJ (Washington, ~C.: The 
Library of Congress, 1945), Revised edition, p. 260. 
l37see Example No. 75, Appendix A. 
l38see Example No. 76, Appendix A. 
from the form, style, and type of those written by the 
European composers of the same period. 
VI. AN ANALYTICAL SURVEY OF THE MARCHES 
FROM LULLY TO BEETHOVEN 
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Earlier in this chapter, it was suggested that the 
musical structure, or form, of the march showed a similar-
ity to dance forms. It was also stated that the march 
form contained several basic elements, namely, a main 
section, one or more trios, a repetition of the main 
section, that it is even-measured and in regular phrases. 
Since the march was used in coordination with regular 
movement, or outward action, strict or measured musical 
phrases were a matter of necessity. This latter factor 
is related both to the similarity of the march with dance 
forms and the various elements comprising the march form. 
A survey of the examples included in this study 
indicates that the development of the march form was 
commensurate with general progress in musical art and 
in the technique of composition. As musical history 
evolved from Lully to Beethoven, a growing complexity 
in composition may be noted. The march, within its 
framework as a type of music, mirrored these changes. 
The examples show the trend toward expansion of the march 
from a simple two-part dance form to the ternary form 
which added a third section. It should be pointed out 
that composers who wrote marches utilizing the form in 
its later stages of development, likewise, wrote marches 
incorporating the earlier, simpler forms as well. The 
forms of several examples included in this study fit 
into the scheme of the march's derivation from the dance. 
They do not, however, contain all the various basic ele-
ments suggested by several sources until the marches 
utilizing the ternary form appear. One element basic 
to all the marches was its sectional scheme. 
The Musical Forms 
The marches analyzed in this study may be classi-
fied under the one general heading of repetition form. 
Within this overall classification may be found such 
sub-forms as the Air, the Baroque Dance Suite, the early 
Sonata, the later full Sonata, and the Ternary Form. 
Those Airs which were incorporated into seven-
teenth century marches conform to the two-part French 
opera and ballet instrumental pieces designed to accom-
pany dancing. Examples also show indications of the 
Air de Cour form of this period. 
Marches written in the style of the Baroque two-
part form use binary schemes, such as were used in the 
dance movements of the suite. While some examples show 
two themes, others are monothematic with stylistically 
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related material. All are rather brief, and have either 
symmetrically devised sections of equal length, or a 
longer second section. The sonata form is said to have 
its inception in this type. 
Another phase in the evolution of the sonata form 
may be noted in several examples which show an early type 
of sonata structure. Basically, it has a binary scheme, 
with a second section larger than the first. Many are 
monothematic with a clear recapitulation and are illus-
trative of the style found in Pergolesi and Platti com-
positions. Other marches show two themes, but with an 
incomplete recapitulation, as there is a lack of return 
to the first theme in the tonic key. This is the form 
found in the compositions by Bach's sons, Sammartini, and 
early Haydn. 
The further expansion of the march form may be 
128 
noted in the examples in which the sonata form is evident. 
Though the compositions lack the scope and musical material 
of the sonata-allegro form in Haydn and Mozart symphonies, 
for example, they show the necessary principles of sonata 
form usually found in single movements. Basically, they 
are in binary form with both sections repeated. The first 
section shows two themes, the second section opens with 
developmental material leading to the recapitulation of 
both themes and closing material. The tonic to dominant 
harmonic relationship is, likewise, evident. Of the 
marches analyzed in this study, there were fewer in this 
group. 
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The marches in which the ternary form was used are 
perhaps the best examples of the development and expansion 
of the march form up to Beethoven. They also meet the 
qualifications of the more popular conception of the march 
which shows a similarity to the minuet-with-trio form. 
The examples in this group have the same basic structure. 
The first part is in binary form with both sections 
repeated. While a few marches have two themes in the 
first part, others are monothematic, with developmental 
material based on the main theme making up most of the 
second section. The trio contains new and contrasting 
material and incorporates the binary form with both sec-
tions repeated, for the most part. The ternary factor is 
found in the da Capo al Fine designation at the end of the 
march. Most present-day marches have a similar form but 
omit the da Capo designation. The key relationship is 
properly designed, while the harmonic structure is not 
excessively complex in most marches of this group. 
Beethoven's marches which fit into this classification 
are somewhat more sophisticated and perhaps dramatic 
than the others. 
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Dance derivation. A feature of the march which 
suggests a strong relationship to dance forms is the 
anacrusis with which the marches generally (though not 
invariably) begin. There are more marches in which this 
feature appears than there are not. The short anacrusis 
is typical of the Allemande which became a stylized dance-
type music during the seventeenth century. The longer 
anacrusis is more typical of the Gavotte, a French dance 
which came into vogue during the seventeenth century 
mainly through Lully's ballets and operas. 
The marches in triple meter and in 6/8 (Swiss 
March, Lalande; Scot's Marche; No. 5--Pochod v 6/8 Taktu , 
Vranickf; Pas de Manoeuvre, Catel and Lefevre) show a 
similarity to the Courante, a dance in triple meter which 
originated in the sixteenth century. The Courante gener-
ally shows an anacrusis. 
The Rhythm 
The marches are indicative of stylistic trends not 
only in the art of musical composition, in general, but 
of marches, in particular. This may be discernible in 
the rhythmical structure of the melodic line and accom-
panying elements (harmonic structure, bass, counterpoint). 
Beginning with a melodic line based on a specific drum-
rhythm pattern, a gradual trend away and eventual inde-
pendence of the melodic line from this method may be 
noted during the eighteenth century. During the last 
quarter of the eighteenth century and through Beethoven, 
the melodic line is more artistically conceived and on 
a broader basis. 
The majority of the marches show a preponderance 
of dotted-note rhythms. This feature seems to have been 
regarded as stylistically characteristic of the march. 
Not all the marches included in this study, however, 
exemplify this element. Many employ a straightforward, 
even rhythm pattern with few or no dotted-note rhythm 
figures. Other marches use both types as contrasting 
material to vary each section within the overall march 
form. The use of both types of rhythm probably became 
necessary as the march form developed. By the time the 
march became firmly established as a type of music, 
especially for military functions, there were from three 
to four types, or styles, of marches, each with its own 
unique traditional tempo in conjunction with a specific 
purpose. The type of rhythm pattern and the amount of 
rhythmical activity given the melodic line was probably 
based on the tempo. The latter was, in turn, based on 
the use and purpose of the march. 
The dotted-note rhythmic figure is clearly dis-
cernible in the marches by Lully and his contemporaries. 
It has been suggested that Lully was influenced by the 
rhythm of the French language. As many of the melodies 
of the marches for Louis XIV's oboe bands were based on 
Airs, there is a hint of the Vers Mesure style as used 
in the Air de Cour of the period. 
The flowing, linear, even rhythmic quality becomes 
apparent in the contrapuntal style marches of the late 
Baroque period. Marches by Handel, Krieger, Fischer, 
and the Marsch Prinz Anton serve as examples of this 
type. Though Krieger shows a dotted-note rhythm in the 
accompanying voices, mainly the tenor and bass, the 
melodic line is fundamentally even. Fischer shows more 
dotted rhythms in his melodic line than does Handel or 
Krieger. 
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The appended Couperin march might serve as an early 
example of trend toward a combination of the dotted-note 
and straightforward rhythms in the melodic line. The 
marches of the Stile Galante, or Pre-Classic period, 
indicate the amalgam of both types of rhythm. Haydn's 
. Marche Regimento de Marshall, and Marcia (Hoboken VIII:6), 
are prime examples. Mozart's Marsch (Kochel No. 189) is 
also an excellent illustration of this point. Frederick 
the Great's second march displays this style but more 
subtly. He uses the dotted-note rhythm sparingly, but 
obtains a similar effect through syncopation, mainly the 
~ ~ J> rhythm. Haas, for one, suggests that the above-named 
types of marches were played in a fast tempo and used as 
a general salute. 
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The majority of the marches of the late eighteenth 
century group shows a melodic line whose rhythm has a more 
punctuated style. Though the smooth, even diatonic type 
rhythmic figure is used, it serves as a relief from the 
predominant dotted-note rhythm. The contour of the 
melodic line, especially in the dotted rhythms, appears 
to outline triadic harmony. One or both of two factors 
might have contributed to this style. First was the 
addition of the trumpet to the wind-band instrumentation. 
The trumpet's melodic inflexibility and traditional usage 
restricted it to parts of a fanfare style. To integrate 
all aspects of their works, composers might have designed 
these marches to utilize the trumpet's limited capacities 
in the most effective manner. The intervallic fanfare-
style melodic line was the possible result. 
The second factor was the general incorporation of 
"Turkish music," meaning a vast array of percussion instru-
ments, to the wind-band. The probable effect was not only 
an increase in volume, but also a heavily accented, more 
ponderous beat. To offset this, composers added more 
weight and accent to the rhythm of the composition. The 
dotted-note rhythm appears to have been the solution. 
Another explanation may be that the dotted rhythm 
utilized by Lully and his associates in their marches 
never lost its vogue. If Lully found the dotted rhythm 
highly effective in regulating the precision of movement 
and in keeping individuals in step, late eighteenth cen-
tury composers may have come to the same conclusion. 
11 ( II Examples include: Mozart, Zwei Marsche, No. 1 Kochel, 
No. 335), and Drei M£rsche, No. 1 (K8chel, No. 408); 
Wesley, March in D; Haydn's marches, Hoboken VIII, Nos. 
1, 2, and 7; J. C. Bach's Drei M~rsche in Es-dur; Abel's 
March for the Prince of Wales; and Beethoven's Marsch. 
The main exception to this group is Michael Haydn's 
T~rkischer Marsch. The rhythm, style, and character of 
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the composition is an effort to depict the straightforward 
manner of Turkish marches. 
The French marches of the Post-Revolution and 
Napoleonic period may be classified in this group. Their 
style and variety of musical material, however, suggest 
that they were written as a type of music for concert 
performance rather than to accompany marching troops. 
This point becomes more pertinent when it is noted that 
these marches were written for the national festivals 
held in France at this time. The Pas de Manoeuvre, on the 
other hand, is clearly a march written for parade purposes. 
The style, character, and title indicate this fact. 
Up to this point, marches illustrating rhythmic 
patterns generally have been short pieces. With the 
obvious expansion of the march form during the late 
eighteenth and early nineteenth centuries, the need for 
more contrasting material by which the composer could 
express himeelf more artistically became necessary. This 
is noted mainly in the marches in which the ternary form 
(march with "trio") is used. Generally, the rhythmic 
element in the melodic line contains two contrasting 
styles: (1) a heavily accented contour based primarily 
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on a dotted rhythm, with occasional even rhythms as brief 
relief; and (2) a softer style, utilizing even note-values. 
The first element is usually found in the first two sec-
tions of the march, while the second element is in the 
"trio" . 
Haydn's March for the Prince of Wales, and Beethoven's 
Militair-Marsch, are good examples of this technique. 
Beethoven's Marsch (Zapfenstreich) is also an excellent 
illustration, the brief outburst of a heavy, ponderous 
rhythm midway in the "trio" notwithstanding. Though the 
Royal Westminster Volunteers March by Essex may be included 
in this category, it is obviously less artistically con-
ceived. An exception to this form concept is the March 
from Ferdinand Cortez by Spontini. The march fits into 
the expanded form classification but incorporates the 
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dotted rhythm throughout. This rhythmic feature helped to 
give it the grandiose, sumptuous quality characteristic of 
operatic marches. 
The Zwei Marsche fnr Militarmusik by Beethoven show 
a rhythmic character similar to Frederick the Great's 
Marche des Houlans with their even, straightforward style. 
The fact that they do not contain dotted rhythms points 
to the idea that those were marches written for a partic-
ular purpose. The "Allegro" tempo marking suggests that 
these may have been Geschwind or Sturm marches. 
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IV. SUMMARY 
While music was written for specified and unspeci-
fied combinations of wind instruments as far back as the 
fifteenth century, music for wind-band was not prevalent 
until about the late seventeenth or early eighteenth cen-
tury. When the wind-band did finally begin to accumulate 
a repertoire of its own during the seventeenth, eighteenth, 
and early nineteenth centuries, it was in connection with 
military functions for the most part. 
Sources agree that of the various types of military 
music used either on the march, at ceremonial parades, or 
in camp, the march is the most characteristic, distinctive, 
and idiomatic form of military music. 
Sources state that the form of the march has 
several basic elements, viz., a main section, one or more 
trios, and a repetition of the first part or main section. 
Another element is that the march is even-measured and in 
regular phrases. There are allusions to the derivation of 
the march from dance movements. Clarification is needed 
as to whether this is based on the similarity of the march 
with dance forms, in which some sort of adherence to a 
system of strict musical phrases is necessary for move-
ment, or, more simply, as in the dances, that the regular-
ity of the step is the basis for the art of movement. 
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Arbeau refers to martial dances which are actually military 
movements controlled through specific rhythms for each 
movement played on a arum or arums. This last point is 
more pertinent when it is noted that the term 11 march" 
from the sixteenth century onward for at least two cen-
turies means a traditional arum rhythm attributed to a 
particular nation or military organization. By this time, 
an additional element may be added to the march form; this 
is with regard to the meter. The march could be either in 
duple or triple meter. Arbeau also refers to marches, or 
military movements, being in triple meter. This was to 
lead to the 6/8 march centuries later. 
On the request of Louis XIV, Lully ana his asso-
ciate composers, including the Philidors, Hotteterre, 
Mollier, and Lalande, composed music for the king's regi-
mental oboe bands. The melodic element for the march was 
supplied by camp music, i.e., soldier's songs and patriotic 
songs, which were combined with the rhythmic patterns of 
the drum beats to form the wino instrument version ana 
formal pattern of the march. The influence of this type 
of military music lasted several years after the reign 
of Louis XIV. 
A combination of the processional march ana the 
forward-driving, more rhythmically punctuated style of 
the eighteenth century found expression in the opera 
n 
marches by Handel, as well as various composers, such as 
C. P. E. and J. C. Bach, Joseph and Michael Haydn, Fred-
erick the Great, Gossec, Catel, Lefevre, as well as 
several English composers. The march form at this time 
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contained one or two sections, with an added section 
called the trio, in either duple or compound {6/8) meter. 
The~ rhythm in the melodic line was strongly emphasized. 
The possibilities for new rhythmic devices and tone colors 
afforded by "Turkish music" was quickly realized by 
several leading composers who began to write Turkish 
style marches, or to use "Turkish music" in their works. 
Composers of eighteenth century marches employed the 
Harmoniemusik instrumentation, with variations, as the 
standard in their scores. Drum parts were rarely included 
in the scores since the drummers were soldiers and not 
musicians. 
There were at least four types of marches in 
practice by the eighteenth century, viz., the slow, the 
quick, the double-quick, and the funeral march. The 
British are usually credited with having made the 6/8 
march rather popular. There also arose the custom of 
selecting, or having composed, a distinctive march for a 
specific military unit, known in some instances as a 
"Regimental march 11 • A significant trend during the 
eighteenth century was the gradual withdrawal, on the 
part of composers, from the necessity of basing a march 
solely on the rhythmic pattern of a drum beat. The 
marches written by leading French composers for the 
national festivals celebrating the French Revolution, 
testify to the rise to a higher level of musical compo-
sition of the march as a type of music. 
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The growth of the wind-band of the early nineteenth 
century, with regard to its instrumentation, and the march 
as a musical form, as may be deduced from the expanded 
form and number of parts, is clearly evident in the 
marches written by Beethoven. The most notable example 
is his MilitHr-Marsch (1816). Musically, Beethoven's 
marches demand considerable virtuosity and stamina on 
the part of the performers. 
The sources of marches from the eighteenth century 
period of American history are mainly two, viz., (1) 
marches which have been written and arranged for the 
piano; and (2) marches written and arranged to be played 
on the fife, German flute, violin, or oboe, and may be 
found in collections or instruction manuals of the post-
Revolutionary War period. Few actual scores for wind-
bands are extant. 
CHAPTER IV 
SCORING PRACTICES FOR THE WIND-BAND 
FROM LULLY THROUGH BEETHOVEN 
I. INTRODUCTION 
Sources show some variation in their respective 
definitions of the terms, instrumentation and orchestra-
tion. On the one hand, Lavoix, Tovey, and Jacob make no 
distinction between them. In contrast, Clappe, Scholes, 
Pares, and Gavaert make a definite division between them. 
To the latter group, instrumentation implies a working 
knowledge of the various instruments with regard to their 
ranges, timbres, transposition, technical features, use 
in various effects, and other factors. This they classify 
as a science. Orchestration, the same group feels, is the 
art of combining various instruments for purposes of 
achieving particular colors, blending of tones, and 
balance of sound. In this sense, orchestration is consi-
dered as being aesthetic rather than a technique or a 
science, since the composer's imagination and creativity 
are used more extensively. 
James offers a definition which includes the wind 
or military band along with orchestra and orchestration 
as may be seen in the following statement: 
Orchestration is the art of arranging music for a 
body or group of instrumentalists like an orchestra 
or military band, so as to obtain contrast of colour 
through the difflrent timbres by the combination and 
balance of tone. 
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Lavoix advocates an aesthetic basis for orchestration when 
he writes that of all the various aspects of music, it is 
the one which ". . . demands the most taste. "2 He also 
says that "it is an art which has its source in the imagi-
nation and ... the genious of the composer."3 Since 
instrumentation is used here to mean that which pertains 
to the instruments available and employed in the wind-
band, then orchestration is regarded on an aesthetic or 
artistic basis. 
Forty-one years ago, Clappe was very much aware 
that no term for the process of arranging music for the 
wind-band was specifically applicable. He felt that a 
term which can be applied to the wind-band "as does 
orchestration to its sister organization, seems to be 
needed. 114 Since the term, "scoring," is used here to 
1Philip James, "Orchestration," Encyclopedia 
Britannica (London: Oxford University Press, 1948), 
p. 428. 
2Henri Lavoix, Histoire de L'Instrumentation 
(Paris: Firmin-Didot et Cie., Iff78), p. 2. 
3rbid. 
4Arthur A. Clappe, The Principles of Wind-Band 
Transcription {New York: Carl Fischer, 1~1), p. 3. 
serve in that capacity, scoring and orchestration become 
synonymous when considered on an aesthetic basis. 
Factors Affecting the Evolution of Scoring 
162 
Two broad general factors which are closely related 
and connected with the evolution of scoring for the wind-
band are: (1) the growth and development in the art and 
technique of musical composition; and (2) the technical 
development and improvement in the construction of musical 
instruments. Both of these factors are, in turn, intimately 
associated with progress in the development of instrumental 
technique which also had an important bearing on scoring 
practices for the wind-band. 
Rapid and effective means of communication between 
nations for the diffusion of compositions by prominent 
composers, and any progress made in technical improvements 
on the mechanism of wind instruments did not seem to pre-
vail during the seventeenth, eighteenth, and early nine-
teenth centuries. This meant that new effects in scoring 
techniques, or additions to wind-band instrumentations, 
lagged several years behind the inception of such ideas 
before they were generally incorporated. Carse feels . 
that this resulted in 11 a more or less unstable selection 
of instruments in the scores of composers .... "5 
5Aaam Carse, The History of Orchestration (London: 
Curwen and Sons, Ltd., 1925), p. 3. 
Certain cultural and social forces especially 
interacted on the development of wind instruments which 
may be considered as probable causes for their lack of 
significance throughout the periods of musical history 
included in this study. There was, for example, a clear-
cut separation of instruments based on function, social, 
and cultural classifications. 
Development of Instruments as Related to Scoring 
The late development of the wind-band, its instru-
ments, and repertoire is often compared with the earlier 
development of the orchestra, its instruments, and reper-
toire. The circumstances which caused this variance in 
the development of each musical medium may be based on 
the comparatively crude state of wind instruments at a 
time when stringed instruments were fast becoming refined 
and set as to form and construction. This condition in 
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wind instruments made their intonation and tone quality 
inferior to the strings and probably discouraged composers 
from writing more than they did for the winds. More impor-
tant is the fact that composers chose the orchestra as the 
chief means of musical expression and made conscious efforts 
in this direction. 
The Composer's Role in Scoring 
The main element behind the evolution of scoring 
was the necessity on the part of the composer to discover 
new and better methods for artistic expression. This 
implies that the composer had to realize and exploit to 
the best advantage the singular capabilities of the 
instruments he intended to use, and if this did not meet 
his requirements or satisfy his needs, he wrote for other 
instruments. If the latter procedure was not possible, 
as was so often the case, the only alternative for the 
composer was to adjust the music to fit the existing 
instrumentation. This situation seems to be the case 
in the evolution of wind-band music. 
Dennington states that changes in the technical 
development of instruments and changes in the art of 
musical composition evolved mutually with 11 sometimes the 
one leading, sometimes the other; and both profoundly 
influenced by the changing climate of the age itself."6 
In the case of outdoor music, with which the wind-band 
was normally associated, the composer usually chose 
instrumental combinations which obtained the most bril-
liant and striking effects along with required volume. 
6Robert Dennington, The Instruments of Music (New 
York: Pitman Publishing Company, 1949), p.-r31. 
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Color, as we conceive it in present-day scoring, was not 
always realized by the early composers, at least not until 
the latter half of the eighteenth century. The invention 
of new, and the improvement of old, instruments brought to 
the composer a greater availability of potential coloring 
in scoring.7 
Instrumentation. Leading composers have written 
sporadically for the wind-band in one form or another. 
Sadie confirms this, in part, when he writes that 11 most 
of the leading composers of the late eighteenth century 
wrote music for the wind-band .... "8 Wind-band compo-
sitions, however, are occasionally criticized as being 
on a lower artistic plane than those for other musical 
media. Proponents of the wind-band feel that its music 
was not conceived by composers less thoughtfully but 
probably on a broader basis. 
Dyson suggests that "in order to understand the 
composer•s diffidence, the question must be approached 
from his own standpoint."9 He refers to the glaring 
7clappe, The Wind-Band and Its Instruments, op. 
cit., p. 3 . 
8stanley Sadie, "The Wind Music of J. c. Bach," 
Music and Letters (Vol. 38, 1956}, p. 107. 
9George Dyson, "The Composer and the Military 
Band," Music and Letters (Vol. 2, Number 1, January, 1921), 
p. 59. 
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inconsistency of the wind-band's instrumentation, especially 
during the periods concerned in this study. The wind-band 
almost resisted definition as it meant different things at 
different times in different countries, ranging from purely 
civic functions to military duties. This naturally caused 
a certain amount of apprehension in the composer's mind as 
it left him without a general and manageable structure 
which he could handle with any consistency, logic, and 
accuracy. To define the wind-band as an ensemble of wind 
instruments would describe a general picture, but as 
Pyson feels, if one were to attempt a more precise defini-
tion, it 
... raises almost as many queries as it solves, 
and the seriousness of this reservation is immediately 
seen if we examine and compare the term "orchestra" 
with the band.lU 
Until the instrumentation of the wind-band arrived at some 
sort of logical order, the composer had no alternative but 
to score his music according to the available instrumenta-
tion. He did this by applying techniques, knowledge, and 
creativity gained from experiences with other musical 
media. Goldman suggests that the wind-band instrumenta-
tion was more or less forced to become established due to 
the demands made upon it during its gradual evolution and 
lOrbid. 
development. He further doubts that the wind-band's 
instrumentation would have acquired much variety at such 
a rapid pace had it "remained a purely military organiza-
tion. . nll 
The implication has been that no one particular 
factor was responsible for the manner of scoring used by 
the various composers of wind-band music. Several factors 
influenced each other, which in turn had considerable bear-
ing on the wind-band scoring practices. 
Scoring Practices up to Lully 
It is difficulty to analyze and evaluate completely 
scoring practices in vogue during the early seventeenth 
century. Scores do not often clearly specify the desired 
instruments, and occasional directions state that all 
instruments are to play the music. Carse suggests that 
one must rely on the clef, compass, and style of the 
individual parts in order to determine the intended instru-
ment, "which would naturally be made the first consideration 
when allotting the already written parts to instruments of 
varying sizes and pitch .. nl2 
With the custom of constructing instruments in con-
sorts, the composer was not able to concern himself with 
11Goldman, The Band's Music, op. cit., p. 6. 
12carse, op. cit., p. 33. 
independent writing for wind instruments in which he 
attempted to achieve balance and distinctive tone color-
ing. Since instruments doubled voices, or played music 
suitable for singing, it seems obvious that wind instru-
ment music did not, as yet, have a purely idiomatic 
character, except perhaps in military type music. 
It does not seem that composers took much advan-
tage of the effectiveness of contrast or color combina-
tions through mixtures of woodwinds with brass instru-
ments, or even members of one consort with those of 
another. Carse feels that this seeming indifterence to 
instrumental scoring is not of much concern. Since the 
composer was usually the conductor as well, he probably 
prepared the performance and achieved what is considered 
good balance and tone color through allotment of the 
parts personally. 13 .A specimen of music for a consort 
of instruments, supposedly performed at Louis XIII's 
coronation in 1610, is appended. 14 
Kappe~ on the other hand, shows great concern over 
the fact that the mixing of instrumentsto obtain better 
balance and richer tone coloring was rarely attempted, 
and feels that this practicewas injurious to instrumental 
l3Ibid., p. 34. 
14see Example No. 2, Appendix A. Example No. 3 
illustrates a score for unspecified wind instruments. 
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music. 15 During the first half of the seventeenth century, 
new ideas in musical art had their influence on the improve-
ment of part-writing for wind instruments. In turn, this 
had a rather positive effect on instrument construction 
via more controllable pitch, tone quality, and dynamics. 
II. LULLY AND THE FRENCH OBOE BANDS 
Louis XIV's establishment of regimental bands to 
supply music for his military units is usually considered 
as the earliest formal acknowledgement of wind-bands and 
military music. Lully and his associate composers carried 
out Louis' request for martial type music quite amply in 
quantity, if not in quality. Except for the isolated 
examples of the Court of Fifers marches {for the towns 
of Worms and Bamberg), 16 there seem to be no notated 
marches for wind-band until this period. The importance 
of the marches composed and scored by Lully and other 
court composers, therefore, becomes more evident. 
Instrumentation of the Oboe Bands 
From among the several and varied corps of music 
maintained by Louis XIV in his elaborate household, Lully 
15 8 Kappey, op. cit., p. 1 . 
16see Examples No. 4 and No. 5, Appendix A. 
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chose to compose for the corps of oboes in combination 
with long or side drums. Philidor's manuscript collection 
shows that some of these compositions were scored in four 
parts, with three treble double-reeds supplying the melody 
and harmony parts and a bass double-reed supplying the 
bass part. According to Kappey, the nomenclature of the 
four parts included "discant, alto, tenor, and bassoboe, 
with two drum-parts. irl7 Other compositions were scored 
for two parts including a soprano and bass line, undoubtedly 
played by treble and bass double-reed instruments respec-
tively. Kappey seems somewhat surprised that Lully would 
choose . such a small group of instruments to achieve his 
purpose. Halfpenny, on the other hand, suggests that 
writing for this type of instrumental ensemble was quite 
fashionable when he writes: 
It is common knowledge that a vogue for four-part 
ensemble of double-reeds followed fairly closely on 
the introduction of the jointed types of oboe and 
bassoon in the mid-seventeenth century.l8 
The more technical features of the jointed types of double-
reed instruments employed in these bands will be discussed 
in more detail presently. 
17Kappey, op. cit., p. 78. 
18Eric Halfpenny, "A Seventeenth Century Oboe Con-
sort," Galpin Society Journal (Vol. X, May, 1957), p. 60. 
~1 
It should be noted that even though the upper three 
parts lie within the range of the oboe in some compositions, 
in others the third part is scored lower, indicating the 
possibility that this part was written for tenor oboe. 
Regardless of the fact that the Philidor manuscripts show 
~ 
several of these compositions written for two treble, tenor, 
and bass, which according to Halfpenny "are evidently 
intended for the French hautbois", 19 there has been no 
pictorial representation of such an ensemble until the 
following discovery. Halfpenny supports his claim through 
a description of a seventeenth century oboe. Highly signi-
ficant regarding this particular instrument is that a 
greatly detailed miniature carving on the bell shows four 
players standing around a table upon which are musical 
part-books. The instruments played by the musicians are 
two treble oboes, a tenor oboe, and bassoon. Those 
technical specifications which may be marked fix these 
instruments as late seventeenth century. Halfpenny feels 
this to be documentarily important since these oboe bands 
were the prototype of the wind-bands to follow, as were 
20 the marches written for them. 
l9Ibid., p. 61. 
20Ibid., p. 62. 
Stylistic trends in musical composition during the 
early Baroque period had a decisive influence on the 
instruments then in use. In order to portray the new 
manner, instruments were either refined, invented, or 
discarded if incapable of meeting the requirements. 
There are several rather discernible characteristics in 
the musieal style of this period, of which probably the 
most common is its highly emotional and passionate 
expressiveness. Another appears to be its preference 
for extremes of contrasts. Geiringer feels this led to 
the development of more powerful and low-registered wind 
instruments which aided the expansion of the total ensem-
ble register. 21 One important factor which seems to 
develop from this period onward was that wind instruments 
began to be separated not only on the basis of type and 
tradition, but according to type and function as we11. 22 
These oboe bands, or Grand Hautbois of the French court 
as they were dubbed, became the standard instrumentation 
for the military wind-bands throughout Western Europe and 
England. Hind points out that, "despite the popularity 
21 4 Geiringer, op. cit., p. 11 . 
22Goldman, The Concert Band, op. cit., p. 22. 
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of cornetts, recorders, and sackbutts, they do not seem to 
have been introduced into these early army bands. . . . rr23 
Technical Development of Instruments 
The products of the new era in musical arts were 
the flute, oboe to replace the old shawm, bassoon to 
replace the old curtall, and in time, the clarinet. 24 It 
is next to impossible to state with any degree of certainty 
which instrument maker or performer was responsible for new 
inventions in the wind field due to the fact that this 
period appears lacking in sufficient documentation. 
Baines, however, concludes that most of the activity 
regarding instrument manufacture seems to have been con-
fined to France and more specifically to a group of 
Parisian instrument makers among whom the Hotteterre 
family was the leader. 25 Jean Hotteterre, the most 
prominent member of this family, was a double-reed player 
in the royal wind-band at the court of Louis XIV. 
The oboe. Marx supports the many sources who 
credit the French with the invention or the oboe per se 
when he writes that "all discussions of the oboe in the 
23Hind, Wind Band, op. cit. , pp. 184-5. 
24 Baines, ££· cit., p. 273. 
25 6 Ibid., pp. 27 -7. 
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early eighteenth century agree on this one point, that the 
26 instrument was a recent invention by the French." The 
French at least led in the trend toward im~roving the tone, 
intonation, and ease of performance of the oboe. Tone 
quality is a major point of controversy concerning the 
oboe. Most sources described the Baroque oboe tone as 
coarse, crude, and strident. Marx feels that most of these 
descriptions are based on a statement made by Mersenne in 
1636 that the oboe was the most popular outdoor instrument 
because 
11
• • • of the loud noise they make as well as their 
ability to blend well, since they have the loudest and 
most violent sound of all the instruments the trumpet 
only excepted ~'27 
The remark must be considered in the light of the times in 
which it was made. According to Marx, Mersenne could not 
have been referring to the Baroque oboe because it had not 
as yet been fully developed. 28 A stronger theory is that 
Mersenne based his description on statements written by 
Arbeau in the late sixteenth century. While writing of 
town bands whose instrumentations constituted oboes and 
26 Josef Marx, "The Tone of the Baroque Oboe, 11 The 
Galpin Society Journal (Number 4, June, 1951), p. 6. 
27 Ibid.' p. 5. 
28Ibid. 
drum, Arbeau stated that oboes 11 are harsh and wailing and 
are blown with force."29 
In order to meet the demands of the new musical 
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style, the oboe required flexibility in its dynamic shad-
ings and a good upper register.3° Marx and Halfpenny have 
been able to reconstruct a proper reed for the Baroque 
oboe and describe its tone quality as warm, intimate, 
mellow, gentle, and not at all loud and aggressive as 
ascribed. Generally speaking, the instrument was made of 
boxwood, had a shape resembling the modern oboe except 
that its several joints were ornamented at the jointures 
with raised or stepped sections, and that its conical 
bore was narrower than the shawm's. The lighter wood and 
small bore are probably the factors which gave it its 
tone quality and enabled it to blend with other instru-
ments.31 It had the customary six finger-holes of wood-
wind instruments in this period, plus one key, the E-flat. 
Diatonic and chromatic playing was achieved through a 
process of regular and cross-fingerings. 
The tenor oboe. The existence and use of the tenor 
oboe was described earlier. Carse states that Purcell 
29 Arbeau, op. cit., p. 50. 
30:saines, op. cit., p. 227. 
31Ibid., PP. 276-Sol 
specifically mentions the "tenner hoboy" in the score to 
his opera, Diocletian (1690).3 2 The pitch of the tenor 
oboe was a fifth lower than the treble oboe, its funda-
mental or lowest note being "F". In construction, it 
appears as an enlarged version of the treble oboe. 
Baines points out that although the bell was flared on 
the outside, it was "hollowed to a bulbous cavity inside, 
foreshadowing the~ anglais bell. 11 33 He does not know 
of any particular reason for the inner bulbous shape, 
except that it may have given it the type of tone color 
which filled the gap between the oboe and bassoon colors. 
The bassoon. Sometime during the seventeenth cen-
tury, the curtall, or dulzian, became transformed into a 
form resembling the modern bassoon. There is no precise 
evidence as to the date of this transformation. Langwill 
refers to a three-keyed bassoon of the transitional type 
around 1698.34 This transitional model was constructed 
in four separate joints as contrasted to the one piece 
curtall. These joints were individual tubes of wood 
[maple, pear, etc.] fitted together into a separate block 
32Adam Carse, Musical Wind Instruments (London: 
MacMillan and Company, Ltd., I9!9"), p. 166. 
33Baines, op. cit., p. 283. 
34 Langwill, op. cit., p. 16. 
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of wood called the butt-joint, and connected inside by 
means of a 11 U"-shaped bore making a complete tube. By 
now, the bassoon had acquired three keys, the F, D, and 
low B-flat which was located on the bell joint; the 
range was about three octaves, from B1 to gl. 
In England of Purcell's time, the transitional 
model was called the French basson. By dividing the word 
into bas, meaning low or bass, and son, meaning sound or 
tone, an insight into its function as the foundation or 
bass of the wind instruments is gained. The first occur-
renee of the word "bassoon" in an English dictionary was 
in 1706 and identified the instrument known at that time 
and until about 1740 as the Curtall.35 About 1762, the 
Royal Artillery Band used the term "bassoon" in its 
instrumentation.36 Baines found that, although the 
people in England referred to the bassoon as the old 
"horse's leg", it had a "sweet and beautiful sound."37 
As in the case of the oboe, it seemed to blend well with 
other instruments. 
35Ibid. 
36Hind, Wind Band, op. cit., p. 185. 
37Baines, op. cit., p. 287. 
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Percussion instruments. Evidence that oboe bands 
included drums is provided in several ordinances issued by 
Louis XIV with regard to combining oboes and drums for the 
. 38 
royal regimental bands beginning in 1663. There seems 
to have been little change in the physical construction 
of the drum used in the bands from those of the sixteenth 
century. The type of percussion instrument which had been 
in use was the long or side drum. Due to its association 
with the fifes of the Swiss mercenaries , it acquired the 
title of Swiss drum. This particular model was double-
headed, and a much larger drum than the modern military 
field drum; it was more like the present tenor drum. A 
large form of drum was favored perhaps due to the volume 
of sound obtainable; since one of the main purposes for 
its use was to set the cadence for marching troops, a high 
dynamic level was desirable. The long drum, or Swiss drum, 
was relegated to the common foot-soldier, the infantry of 
this time. Drums now had a new feature. At the end oppo-
site from that struck by the drummer were several cords 
made of gut which were stretched over the head. Whenever 
the drum was beaten, these snares, as they were called in 
England, would vibrate giving the tone a crisp, sharp 
quality. 
38Kastner, Manuel Generale de Musique Militaire, 
op. cit. , p. 110. 
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Day and Galpin describe two contrasting methods for 
carrying the drum while playing. Galpin writes that in 
the sixteenth century "it was hung at the player's side 
and struck with two sticks on the upper head."39 The 
large dimensions of the drum must have made this manner 
of performance rather awkward. Day states that in the 
seventeenth century the side-drum was "frequently carried 
upon the back of a man, who walked immediately in front 
of the drummer." 40 A description of the musicians and 
instruments employed at the coronation of James II (1685) 
supports Day's description. 41 
Lully's Scoring Practices for Wind-Band 
A more detailed analyzation of Lully's marches and 
scoring practices reveals the following characteristic 
features: except for very brief independent contrapuntal 
rhythmic figures, all the instruments play continuously 
together in similar rhythms; the part-writing is neither 
entirely horizontal polyphony, nor vertical harmonic 
structure; the influence of the thorough-bass style in 
39Galpin, A Textbook of European Musical Instru-
ments, op. cit., p. 66. -
40 Day, op . cit . , p . 229 • 
41Eric Halfpenny, "Musicians at James II's Corona-
tion, n Music and Letters (Vol. 32, No. 2), p. 103. 
which the two outer voices are predominant is evident, as 
the two inner voices seem to be "filler" parts, or reali-
zations of the harmonic structure; the parts are so dis-
tributed as to obtain a satisfactory blend and balance; 
and the style and manner in which the parts are disposed 
are rather stereotyped from one composition to the next, 
thereby lending a certain lack of variety. The latter 
feature may have been due to Lully's adherence to the 
common, but not invariable, rule of scoring technique 
of the period which "was to write long passages, or even 
whole movements, in one instrumental colouring, or blend 
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of colourings •. 1142 Carse claims that "a proper under-
standing of the individual styles of wind instruments was 
never thoroughly acquired till the second half of the 
eighteenth century. . . . "43 Although Lully helped pave 
the way for later composers to feel at ease when writing 
for winds, it was not until the works of Mozart that a 
true idiomatic style of treating wind instruments in 
musical compositions for wind groups began to take shape. 
The marches by Philidor the Elder, Hotteterre, and 
Lalande, indicate a tendency toward a more contrapuntal 
42 Dennington, op. cit., p. 139. 
43carse, The History of Orchestration, op. cit., 
p. 82. 
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style through more independence of movement in individual 
parts as compared with Lully. 
That the fife had not been completely replaced by 
the oboes is based on a royal ordinance of 1683 which 
decreed that each regiment should maintain one fife. 
Further, a little solo piece in the Philidor cGllection 
entitled, The Ordinance for the Fife, substantiates this 
fact. This Ordinance is said to have replaced the drum-
beat called the French March and is quite similar to the 
examples given by Arbeau. A partial example appears below. 
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III. THE LATE BAROQUE PERIOD 
A brief discussion concerning the music of the late 
Baroque period seems pertinent in order to point out its 
place as a transitional period in the style of musical 
composition from tbe early Baroque to the Rococo periods. 
Historians are quick to emphasize the fact that~ere exists 
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no clear-cut line of demarcation when one period ends and 
another begins, but rather that a modulatory spirit between 
the two is the more discernible element. As Grout writes 
11 the overlapping of style periods was seldom if ever so 
extensive as in the first half of the eighteenth century. 1144 
Those composers writing in the late Baroque period worked 
according to established forms and styles of the time, and 
yet they were fully aware that a new style of music was 
developing. 
Another notable composer, in the field of wind 
music at least, is Johann Philipp Krieger. Krieger wrote 
a number of suites for wind instruments called Lustige 
Feldmusik (Festive or Joyous Outdoor Music). 45 The suite 
of the appended example scored originally for two treble 
oboes, a tenor oboe, and bassoon . The March movement 
shows a decided forward driving style, with less of the 
dotted-note rhythms appearing in Lully's marches. The 
upper two parts show a later eighteenth-century technique 
of secondary parts supporting the primary with similar 
rhythms and in intervals of thirds and sixths. The tenor 
oboe part appears to be a harmonic 11filler 11 at times. The 
bassoon part, in contrast to previous marches, indicates 
44 Grout, op. cit., p. 367. 
45see Example No. 19, Appendix A. 
more of the type bass part found in march compositions of 
a later period in which the purpose is to outline the 
harmonic structure with a minimum of rhythmic activity. 
Handel 
March 46 
G. F. Handel 
The March is typical of the three-part Baroque 
counterpoint as exemplified in the trio sonata principle 
in which the two upper parts are of almost equal design 
and are supported by a continuo or thorough-bass. That 
Handel chose to score this work for two oboes and bassoon 
may be partially explained by the fact that the standard 
woodwind combination by this time had become two oboes 
and one bassoon, and was used by Handel and his contem-
poraries more than any other. Lavoix claims, in fact, 
that Handel's favorite wind instrument was the oboe. 47 
Now that the reed was under the control of the 
player's lips, the oboe had become the leading melodic 
wind instrument. Handel's scoring of the upper oboe in 
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the thinner high part of the instrument's tessitura is in 
keeping with the general trend toward a lighter, softer 
musical style. Tbe bassoon part is also in the contemporary 
46see Example No. 23, Appendix A. 
47Lavoix, op. cit., p. 269. 
fashion of its function as the bass of the wind group. 
The style of the bassoon part further stresses the fact 
that its assignment is similar to the continuo part of 
the trio sonata by its rhythmical and rapidly moving 
bass line. 
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One of Handel's more significant contributions to 
instrumental music is his increased demand on the player's 
technical capacities. The greater amount of rhythmic 
activity and rapid movement of the individual parts in 
this composition aver to this factor. 
The oboe and bassoon had not made much technical 
advancement in their construction at this time. They were 
still closely related in their fingering systems and with 
few chromatic keys. Specifically, the bassoon had acquired 
two more keys, the A-flat and lowE-flat. The oboe had two 
keys, the low C and E-flat; the three-keyed oboe of the 
period was in reality two-keyed, with an alternate E-flat 
for left-handed players. 48 
IV. THE EIGHTEENTH CENTURY 
Stylistic changes in the arts which make up repre-
sentative periods are said to be brought about by a reaction 
against or outgrowth of prevailing styles. As the Baroque 
48 8 Ibid . , p. 27 . 
was an outgrowth of the Renaissance, the same is apparently 
true for the Rococo, or stile galante, and the Baroque. 
Stylistically, the Rococo, or stile galante, encompasses 
the second and third quarters of the eighteenth century, 
although traces may be found in works of various composers 
before and after these periods. This period is, likewise, 
referred to as pre-classic. 
The symmetrical order, brilliant contrasts, massive 
architecture, broad lines, and expressiveness of the 
Baroque style gave way to the lighter, gay, decorative, 
superficial, graceful, and delicate treatment of the 
Rococo style. Music of this period appeared to lack the 
ambition of the preceding era in its attempt to satisfy 
the physical rather than the emotional senses. Also, 
whereas the Baroque sought to affect with dramatic 
intensity, the Rococo entertained. 
In time, there developed a reaction against the 
stile galante. The main force behind this reaction is 
said to include such North German composers as W. F. Bach, 
49 c. P. E. Bach, and Quantz. These men felt that music 
should express true and natural feelings, that it should 
be more subjective, and that it should be from the heart 
and, therefore, more emotional. Most sources attach the 
49Apel, op. cit., p. 240. 
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label empfindsamer stil (sensitive style, or style of 
sensibility) to this reaction. The trend toward increas-
ing subjectivity influenced not only concepts of musical 
composition, but the technical improvement of wind instru-
ments, and the choice and use of particular instruments as 
well. 
The tendency toward more subjectivity in musical 
expression in the early eighteenth century had its effect 
on wind instruments. Those which were incapable of 
warmth and expression were soon discarded, while those 
which remained became refined and improved. 
The Style of March Compositions 
One of the first noteworthy aspects of the new 
style of march composition is the lack of a purely contra-
puntally conceived texture. The musical material appears 
to be based on a harmonic foundation in support of a 
melodic line. The harmonic scheme is devised as a form 
of an accompaniment so that one set of instruments is used 
to accompany another set providing the melody. "To supply 
mere harmony, colour, rhythm, or accompaniment," Carse 
writes, "was a function for instruments which hardly 
entered into the scheme of the old style .... "50 
5°carse, The History of Orchestration, op. cit., 
p. 139. - - ---
The melodic line, in this style, is unhampered by 
the weaving feature of contrapuntal movement; this seems 
to afford it more clarity and distinction against a back-
ground of harmony and rhythm. Undoubtedly, this gave 
composers greater flexibility for experimenting with 
effects new to the times. Carse supports this as may 
be interpreted from his statement that , 
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The use of musical material which was more harmonic 
than contrapuntal in texture naturally had some effect 
on the way the parts were placed in relation to one 
another. Parts which were not compelled to tallow a 
melodic course could more easily be placed where they 
gave fullness or body to the harmony, where they 
enriched a chord, or filled up a gap.51 
Instrumentation 
The period of wind-band activity dominated by Lully 
and his contemporaries saw the development, refinement, 
and invention of several wind instruments, mainly by French 
craftsmen. Although the process of evolution bad been 
going on during the late seventeenth century, the eighteenth 
century saw the emergence of two instruments which had tre-
mendous bearing on the wind-band, namely, the clarinet and 
the horn. The influence took form in the wind-band's 
instrumentation, as well as the compositional style of the 
marches and scoring techniques. By the time it was adopted 
5lrbid., p. 144. 
into the wind-band, the clarinet was in an advanced stage 
of development. Their evolutionary progress will be dis-
cussed later. 
Sadie seems to disagree with many of the sources 
which give the impression that the Harmoniemusik was a 
one-to-a-part situation. He is of the opinion that, 
although the published wind-band parts indicate a small 
instrumentation, the groups were actually larger. In 
describing the British Guards Band's concerts in St. 
James' Park {London), he states, 
We must realize, too, that it is not to be regarded 
as one-to-a-part chamber music, for the clarinet 
and bassoon parts were oft5~ at least doubled . . . 
at least during the tutti. 
Sadie was, of course, alluding to the idea that clarinets 
and bassoons di~ not match oboes and horns in volume for 
outdoor performance; this caused an inbalance and, there-
fore, the purpose for doubling of players on those parts. 
Technical Development of Instruments 
Phelps claims that, 
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. . . during the second half of the eighteenth 
century, the striving after tonal color increasingly 
engaged the composer's interest and naturally stimu-
lated the technical development of musical instruments.53 
52sadie, op. cit., p. 110. 
53Russell L. Phelps, "Uses of Wind Instruments in 
the Classical Period" {unpublished Master's thesis, North-
western University, 1955), p. 24. 
Certain wind instruments went through a rather radical 
transformation, while others were more or less improved 
or refined to varying degrees. The reed instruments and 
the horn were those most improved upon with regard to 
flexibility and trueness of pitch. 
The clarinet. The principle of a single-beating 
reed with a cylindrical pipe had been in use throughout 
Western Europe since its alleged introduction from the 
East during the Middle Ages. Altenburg states that the 
primitive folk instrument from which the clarinet is 
supposed to have evolved was called a chalumeau.54 He 
cautions that the chalumeau is not to be confused with 
the shalmei, a conical pipe with a double-beating reed. 
To illustrate the uncertainty of the clarinet's early 
history, where Farmer claims that the invention of the 
clarinet may be credited to the French, "since it was 
called a chalumeau first," 55 Baines takes the position 
that "the name suggests, but does not prove, French 
origi~. "56 
54wilhe lm Altenburg, "The Clarinet, " Woodwind 
Magazine (Vol. 2, No. 6, February, 1950), p. 4. 
55Farmer, Military Music, op. cit., p. 27. 
56Baines, op. cit., p. 295. 
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At the end of the seventeenth century, the chalumeau 
resembled the soprano recorder in size, shape, and in its 
slightly contracting bore. This instrument, with a single 
reed tied to its beak-like mouthpiece, produced a range 
from "f" below the treble staff to "g" second line of the 
treble staff. The first attempts to improve the chalumeau's 
meager resources are credited to Johann Denner of N~rnberg. 
Bessaraboff claims that "this fact is not so well estab-
lished as some writers assert."57 Altenburg writes of 
two specimen clarinets in the Bavarian National Museum 
which he feels ''are without doubt invaluable and highly 
instructive, for they are the certified work of Johann 
Christoph Denner . the inventor of [the clarinet]."58 
The next step in the clarinet's evolution is like-
wise attributed to Denner who, around 1696, succeeded in 
producing an instrument made of boxwood, six finger-holes, 
an "A"-key at the top near the mouthpiece, and a "B-flat 11 
key right opposite to it, thereby creating the system of 
overblowing a twelfth higher in pitch. The next stage in 
the evolutionary process was effected by J. Denner, 
reputedly the son of Johann Christoph Denner. About 1720, 
J. Denner lengthened the tube of the instrument, attached 
57Bessaraboff, op. cit., p. 97. 
58Altenburg, loc. cit. 
a flared bell at the lower end, added a long lever key to 
produce low "E" below the treble staff (and "B" a twelfth 
higher), gave it a separate mouthpiece, and by moving the 
thumbhole closer to the mouthpiece, he facilitated the 
production of a better middle register. The range now 
extended from low "E" to high "C" above the staff, and 
aided the problem of going over the clarinet's "break." 
Baines describes this as the clarinet which "was intro-
duced to France and England by Germans who played it in 
partnership with the horn, apparently in vigorous open-
air fashion. n59 This was the clarinet in its basic form. 
Not long after, two new chromatic keys were added 
for the tones: 
by Berthold Fritz, who died in Brunswick in 1766. Baines 
60 
calls this the "classical five-keyed clarinet." By the 
middle of the century, the value of the clarinet began to 
59Baines, op. cit., p. 298. 
60Ibid . , p. 299. 
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be appreciated, especially for its upper register which is 
suggested as representing the tone of the clarino. As 
Galpin notes, however, "it was often still scored for 
under the name Chalumeau. . . . "61 The Encyclopedie of 
Diderot and d'Alembert (1767) testify to the fact that 
chalumeau meant specifically an instrument with a cylin-
drical bore and single-beating reed. 62 
Tovey describes the tone quality of the early 
eighteenth century clarinet in colorful terms when he 
states that, "the chalumeau octave is deliciously nutty 
in arpeggios and dramatically hollow in sustained notes. 
The cantabile octave is magnificent."63 MacGillvary 
describes the clarinet of this period as having a strik-
ing tone. More specifically, its tone is clean and com-
pact, somewhat similar to the rather warm and mellow 
quality produced in England today. 64 Sadie provides an 
insight into the clarinet's tone of the late eighteenth 
century, at about the time of its introduction into British 
wind-bands. He cites a narrative by Gardiner who says that: 
61Galpin, A Textbook of European Musical Instruments, 
op . cit . , p . 187 . - -
62Bessaraboff, loc. cit. 
63Fennell, op. cit., p. 9. 
64James MacGillvary, "Playing Old Instruments," 
Woodwind World (October, 1958), pp. 11-12. 
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''The German Baumgarten put into their [British 
musicians] hands a new instrument called a 'clarionet' 
which, with its fiery tone, was better adapted to lead 
armies into tge field of battle than the meek and 
feeble oboe. 11 ? 
Mozart seemed to have haQ a dislike for the clarinet's 
high register. A possible reason may be the fact that 
the mouthpieces were placed with the reed facing the 
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upper lip and teeth. This technique is considered 
obsolete and likewise difficult for controlling the tone 
quality. 
By mid-eighteenth century, the clarinet was adapted 
into the wind-band and, after a probationary period, it 
all but supplanted the oboe as the leading melodic wind 
instrument. 
The oboe. The oboe was one instrument showing only 
slight refinements at this time. One of the chief changes 
was a narrowing of the bore which tended to eradicate the 
slight huskiness its tone quality was reputed to have during 
Handel's time. Two types stand out during the latter half 
of the century. One was the English straight-topped model 
which gave it a clarinet-like appearance. Baines writes 
that " ... the bore is only slightly reduced, but the 
65 Sadie, op. cit., p. 109. 
66Day, op. cit., p. 102. 
sound seems to become brighter."67 The second is the 
Continental model, which supereeded$raight-topped model 
and received the classification as the "true classical 
oboe. "68 It was a two-keyed model ( C and E-flat), made 
of boxwood, and with a discernible conoidal outer shape 
except for raised sections at the jointures. A much 
narrower bore than previous models tended to produce the 
dark, warm tone,quality attributed to modern Viennese 
oboists. 
The bassoon. The bassoon, like the oboe, was 
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another instrument which evolved through rather few stages 
of improvement and refinement at this time. Langwill 
reports that by mid-eighteenth century , the term curtall, 
to denote the bassoon, had been dropped. The instrument's 
technical features indicate that it had become the proto-
type, at least in outward appearances, of the present-day 
bassoon. The standard instrument for the great part of 
the century was a four-keyed bassoon [A-flat, F, D, and 
low B-flat]. Halfpenny describes its tone quality as a 
. deep, rich "burr", soft and full, and with a good capacity 
for blending with other wind instruments, namely oboes, 
67Baines, op. cit., p. 284. 
68 rbid. 
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clarinets, and horns. 69 With minor refinements in its 
construction, it gradually began to acquire an independent 
position apart from the general bass instruments. In the 
wind-band, however, it still served as the bass instrument 
of a gradually enlarging wind choir. Baines claims that 
the tone of the bassoons of German manufacture foreshadowed 
the modern German [Heckel] quality.7° 
The horn. Pegge finds that the "evolution of the 
horn in its earlier stages is still obscure."71 The very 
early form of the horn resembled the many-coiled trumpet 
called a J#gertrummet. The French have been credited 
with the invention of the horn, the earliest source claim-
ing that the trompe de chasse {hunting horn or trumpet) 
came into use in France around 166o.72 
The next stage of the horn's evolution saw the 
coils fewer in number, of larger circumference, and the 
length of the tubing increased. The obvious conical shape 
in the tubing gave way to a more cylindrical bore and the 
69Eric Halfpenny, "The Evolution of the Bassoon in 
England," {1750-1800), Galpin Society Journal {Vol. X, 
May, 1957), P. 30. 
70saines, ~· cit., p. 289. 
71Reginald Morely-Pegge, The Orchestral French-Horn 
(London: Hinrichsen Edition, Lt~ 1952), p. 198. 
7 2 Ibid . , p . 2 00 . 
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flaring of the tube toward the bell increased its diameter. 
Some of the models fit around the player's body like the 
ancient Roman buccina. During this period, the horn, along 
with the clarinet, received considerable attention, and 
evolved through some of the greatest phases of its tech-
nical development. Basically, it assumed the general 
shape and design of its modern counterpart. 
The early eighteenth century instruments were 
natural horns in a variety of pitches. Carse writes that 
the horn parts in the scores up to about 1740 were in the 
keys of C, D, F, or G, with D and F appearing to be the 
favorites.73 Just before mid-century, an unnamed horn 
maker introduced the principle of crooks, the usual set 
being six, two being conical accepting the mouthpiece, 
the others acting as cylindrical couplers. 74 This allowed 
the horns to be scored in a greater variety of keys bring-
ing the total to nine: low B-flat, C, D, E-flat, F, G, A, 
and high B-flat.75 
The introduction of the hand-stopping technique, 
during mid-eighteenth century, is attributed to Hampel. 
73carse, The History of Orchestration, op. cit., 
p. 112. 
74Pegge, loc. cit. 
75carse, loc. cit. 
197 
This helped overcome the large gaps in the harmonic series, 
especially in the lower register, which had been an obstacle 
in horn-playing until the advent of this technique. Pegge 
gives the Bohemians credit for first realizing "the poten-
tial value to music of the lower register of the horn."76 
Up to this time composers scored for horn as they did the 
trumpet, making extensive use of the higher register down 
to around the fourth harmonic. This factor is extremely 
important to wind-band scoring since most of the parts 
make use of the middle and lower register where better 
blending tone quality is available. 
The exact date of the horn's adoption into the wind-
band instrumentation is not definite. The British Royal 
Artillery Band of 1762 shows two French horns in its 
instrumentation. The score of General Monckton's March 
(1762) includes two horn parts. Again, if Kappey's dates 
for Marsch Prinz Anton are accurate, then the earliest 
use of the horn in the wind-band may be given as between 
1720 and 1730. 
Percussion instruments. The function of percussion 
in wind-bands had been a utilitarian one, that of emphasiz-
ing the measured cadence of marching troops. In military 
76 Pegge, op. cit., p. 205. 
wind-bands, drums were not always attached to the same 
company as the wind instruments. Only when music was 
needed for martial ceremonies were the regimental drums 
combined with the winds. As Farmer points out , however, 
these arums were not always available and occasionally 
military ceremonies were performed by the winds only, 
while the drummers remained with their respective com-
panies.77 The result was the adoption of drums into 
regimental drums. 
Another impetus for a unit of drums to be attached 
to the regimental wind-band came from the innovation 
sweeping through the armies and royal households of 
Western Europe known as "Turkish music." Although the 
. . 
adoption of "Turkish music," consisting of a battery of 
varied percussion instruments, is said to have begun 
during the first quarter of the century, the general use 
of this body of instruments by almost all European mili-
tary wind-bands did not take place until the last quarter 
of the eighteenth century. The instruments used during 
the earlier part of the century were side-drums similar 
to those used during Lully's era, but of smaller size, 
and equipped with snares. 
77Farmer, Handel's Kettledrums, op. cit., p. 44. 
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Early to Mid-Eighteenth Century Scoring Practices 
Scoring had by this time entered a new phase. One 
new feature was tone color based on a choice of instruments 
which would produce a particular quality of sound, or the 
effects obtained by various combinations of instruments. 
Lavoix feels that scoring had entered this new phase 
because composers no longer considered instruments as a 
servile imitation of the human voice. Further, the timbre 
of each instrument, the affinities of sonorous nuances, 
and the expressive accent befitting each instrument were 
given consideration.78 Halfpenny attributes the growing 
use of the wind choir as a flexible and independent medium 
of musical expression to "a closer understanding of the 
technical character of each instrument, and of the ways 
in which the different species could best be combined."79 
The march compositions to be analyzed as examples 
of scoring practices of the period are: Marsch Prinz 
Anton, 80 a specimen of General Monckton's March, 81 and 
II ( No. 1 of C. P. E. Bach's Sechs kleine Marsche Six Short 
Marches). 82 Each composition indicates that, although 
78 8 Lavoix, ~· cit., p. 2 2 . 
79Halfpenny, "The Evolution of the Bassoon in 
England," loc. cit. 
80see Example No. 22, Appendix A. 
8lsee Example No. 40, Appendix A. 
82see Example No. 29, Appendix A. 
the clarinet was a substantial addition to the wind-band, 
it appears to be treated as another more or less active 
oboe. It is seldom trusted with any true independent or 
solo work and is scored either in unison with oboes or 
combined with horns and bassoons. 
Marsch Prinz Anton83 
Anonymous 
Several sources generally accept this march as 
probably the earliest instance of using the clarinet in 
the wind-band. According to Bolen, Kappey, to have been 
more accurate, should have "used the term chalumeau, the 
predecessor of the clarinet, unless, of course, the march 
is dated too early."84 Stylistically, it bears a strong 
resemblance to the "March" in Krieger's Suite No. 2 from 
Lustige Feldmusik. 
Except for a few brief instances, the oboes and 
clarinets share the responsibility for the melodic line, 
in unison or at the octave. Measures 7 and the first two 
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measures at the second strain of the Trio are major excep-
tions. The fact that the clarinet is assigned the melodic 
line, even though in company with the oboe, indicates its 
83see Example No. 22, Appendix A. 
8~olen, op. cit., p. 92. 
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high regard as an instrument capable of facile capacities. 
The middle and upper registers of the clarinet are utilized 
rather extensively. Whenever unisons and octaves are not 
scored between oboes and clarinets, the prevailing style 
of parallel movements of thirds and sixths is employed. 
Generally, the second part is a rhythmical duplication of 
the first for all instruments scored. The horns show their 
place as a liaison instrument between the woodwinds and 
brasses. In the wind-bands of Austria, England, France, 
and Saxony, horns were scored in combination with or 
without trumpets, but always with double-reeds. 85 The 
horns are used to give more stability and enrichment of 
the inner parts by being assigned to important notes of 
the harmonic scheme. Passages of a "fanfare" style, or 
of intervallic nature are usually scored in the horn's 
low to middle registers. When intervals of a close rela-
tionship are required, the upper register is employed. 
This work illustrates the practice of utilizing horns 
crooked in different keys to accommodate key changes 
within one composition but with no time to make appro-
priate crook changes. 
The bassoon parts indicate a transition in the 
practice of scoring the instrument from a purely bass 
85 Haas, loc. cit. 
voice to greater consideration for its agility and tenor 
voice quality. The scoring includes several rapid figure 
passages to demonstrate this point. The trumpets are 
traditionally scored, functioning mainly in "fanfare 11 
type figures and intervallically. As in the case of the 
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horns, diatonic passages are limited to the upper register. 
No. 1 86 Secbs kleine M~rsche 
C. P. E. Bach 
In this composition, the oboes are obviously the 
leading melodic wind instruments. While it is true that 
the clarinets are used as answering instruments, as well 
as duplicating the oboes in unison or at the octave, the 
oboes seem to be entrusted with the major responsibilities 
of sounding the thematic material. This does not minimize 
the fact that Bach realized the capacity of the clarinet 
to stand by itself when he scored answering figures for 
that instrument. One of the highly favored characteristics 
of the clarinet's tone quality was its ability to blend 
well with other instruments, especially horns and bassoons. 
This work demonstrates that feature. The inner parts, such 
as fill-in figures or imitative passages of thematic 
announcements, are handled by the horns and clarinets. 
86see Example No. 29, Appendix A. 
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When clarinets are scored with oboes, the first and second 
parts of each section are duplicates. 
Bach tends to make more use of the horn's great 
range, especially the lower register where it serves as 
a good connecting link between clarinets and the bassoon. 
They are used to reinforce the bass line, the harmonic 
and/or rhythmic pattern. Geiringer remarks of this 
scoring technique that 11 ••• to some extent it takes 
over the role of the old continuo voices, filling the 
gap between the melody and the bass. rr87 In this way, the 
horns and bassoon become featured partners when playing 
the inner parts. 
The bassoon part indicates that the instrument is 
recognized for its ability to blend with other instruments, 
supply the bass line, perform fill-in figures, and perform 
with agility. In another march in this same series, Bach 
makes use of the wide range of the bassoon, the highest 
note being F# just above the 
below the bass staff. 
In the oboe, clarinet, and horn parts throughout 
the march, the second part is a rhythmical duplicate of 
the first, except for a few instances. 
87Geiringer, op. cit., p. 175. 
General Monckton•s March88 
Anonymous 
With regard to scoring techniques, this work shows 
less creativity and imagination than the two previously 
described marches. Except for two and one-half measures, 
the oboes and clarinets are duplications of each other. 
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It is significant, however, that the clarinet was assigned 
the upper voice of the interval, as well as being assigned 
the sixteenth-note figure in measures 5 and 6. This seems 
to foreshadow the favoring of the clarinet over the oboe. 
In this march, the horns are used to accent partie-
ular points in the phrase line and to serve as a filler 
between the melodic line and bass line. The open tones 
of the natural horn are employed with little regard for 
its ability to perform more rapid diatonic passages. The 
bassoon part is somewhat of a retrograde in the type of 
parts being written at this time since it simply functions 
as bass of the wind-band, and nothing more. 
These marches are good examples of the fashion for 
utilizing the basic Harmoniemusik instrumentation, with 
slight variations, in compositions intended for outdoor 
performance. Jabn describes other uses for such an 
ensemble than performing marches. Serenades, cassations, 
88see Example No. 40, Appendix A. 
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and divertimenti rounded out the repertoire of the Harmonie-
musik, and that 
These were written for performance at table for 
people of rank, for a salute honoring some person and 
played beneath his window, and for use in first-class 
taverns that supported their own harmonie bands to 
provide an accompaniment to the meals of their guests.89 
The Late Eighteenth Century 
The late eighteenth century music was not a reaction 
to its predecessor, but rather a fusion of the best features 
of both the stile galante and the empfindsamer stil, with 
controlling elements of its own. The style of the late 
eighteenth century stressed balance in all forces, i.e., 
a balance in reason and emotion, and in style with regard 
to form, content, and technical level. Yet, it was 
emotional , heart-felt, light, gay, and intelligent, to 
some extent, but all within reason. Geiringer character-
izes this period as having a "sense of economy and the 
striving for lucidity and precision. n90 
Influences on wind instrument development. Natur-
ally, the above characteristics had a tremendous influence 
on the compositional style of the composers and in their 
scoring techniques by which they expressed themselves. 
89Jahn in Phelps , op. cit., p. 37. 
90Geiringer, op. cit., p. 152. 
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During the late eighteenth century, composers showed an 
increasing interest in the special capabilities of indivi-
dual wind instruments. Stimulation came from a growing 
interest in tone color and balance which could be attained 
by various combinations of wind instruments. Attention 
was also given to the limitations of wind instr~ents. It 
wasa natural outcome, therefore, that technical development 
and improvement on certain wind instruments and their 
eventual adoption into the wind-band occurred at this time. 
The advent of the clarinet and horn into the wind-band 
prior to this period has been pointed out. As further 
important wind-band developments, Carse would add 11 ••• 
the gain of a more substantial bass part by the use of 
serpents,91 and the addition of trombones just before the 
close of the eighteenth century .... 11 92 Although intro-
duced early in the century, "Turkish music," ~·~·, side-
drums, bass drums, cymbals, triangles, and tambourines, 
became a definite section of the wind-band during this 
period, thereby adding a colorful element to the total 
effect. 
Improvements in the construction of musical instru-
ments cannot be separated from allied factors, such as 
91The serpent was the bass of the cornett family. 
92Adam Carse, 11The Prince Regent's Band, 11 Music 
and Letters (July, 1946), p. 149. 
changes in the art and technique of composition, and the 
style of scoring techniques. They are intimately and 
inseparably associated. 
In spite of the international spirit engendered 
during this period, whatever improvements instrument 
makers devised still took time to become known and 
adopted on any sort of universal basis. This might 
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account for the differences between wind-band instrumenta-
tions and the varying technical construction of instru-
ments in use between nations. Of the improvements in the 
construction of woodwind instruments during the latter 
half of the eighteenth century, Carse states that they 
. . . were principally those which resulted from 
the addition of keys covering holes bored between 
finger-holes in order to secure the easier and more 
certain production of the chromatic notes which had 
hitherto depended on the device known as "cross-
fingering" or on the partial stopping of boles by 
the fingers.93 
The flute and fife. Changes and improvements made 
to the flute early in the century have been credited to 
the Hotteterre family. One or the major alterations was 
in the abolition of the old cylindrical bore for a conical 
one. Baines writes that "with this bore the tone becomes 
purer, free from the fife-like shrillness .. 
93carse, The History of Orchestration, op. cit., 
p. 172. 
94 Baines, op. cit., p. 290. 
Another change was that of constructing the instrument in 
three separate joints. The tapering of the bore is said 
to have improved the quality and ease of tone production, 
especially in the upper register. The pitch tonality of 
"D", from the "tenor" flute or the Baroque period, was 
retained. 
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At this time the flute had but one key, the "E-flat", 
and chromaticism was obtained by the system of cross-
fingerings. Shortly before 1760, three keys appeared 
almost simultaneously, the F, A-flat, and left thumb B-
flat, giving a four-keyed flute. The long foot joint was 
revived and upon it were placed the C# and C keys result-
ing in a six-keyed instrument. This is the instrument 
used for at least the remainder of the century and for 
a time in the next. MacGillvary claims that the almost 
exclusive use of the upper register by eighteenth century 
composers was due to " . the limited range of tonalities, 
not the tonal weakness of the low register. rr95 It 
seems that the upper register had a greater number of more 
passable notes available. 
Baines classifies the "small flute" and the fife as 
one group. The cylindrical bore, abolished for the large 
flute, was retained for the military fife. The eighteenth 
95MacGillvary, op. cit., p. 11 
century small flutes were "pitched in flat keys to be 
suitable for playing in tune an octave above the B-flat 
clarinets in marches and troops."96 Besides being cylin-
drical, the fife was keyless. Kastner writes that some-
time later the piccolo was substituted for the fife in 
regimental music " ... because the latter is more out 
of tune than the piccolo .... "97 The piccolo was more 
suitable for the performance of better music than the 
military signals and calls assigned the fife. 
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The trumpet. During the Bach and Handel period, 
crooks were introduced for the trumpet in order to facili-
tate the changing of tonality in compositions. To be able 
to perform with equal capability on all crooks, the low 
B-flat and high G, a suitable mouthpiece proportioned for 
such work was required. Bessaraboff feels that this 
limited "the upper register to the 12th partial tone, 
venturing beyond that only under duress."98 He also feels 
that "crooks were disasterous to the art of trumpet play-
ing", and were the basic cause for the decline in the art 
of ,·,clarino-playing. u99 In any case, disregarding certain 
96Baines, op. cit., p. 294. 
97Kastner, Manuel Generale de Musique Militaire, 
op. cit., p. 117. 
98Bessaraboff, op. cit., p. 193. 
99Ibid. 
social and political changes, the trumpet lost its dis-
tinguished position and was reduced to the level of all 
other wind instruments during the second half of the 
century. 
In eighteenth century scores, the trumpet was 
generally confined to the principale, or tromba register. 
Essentially, this was its middle and lower registers. 
Geiringer states that since the middle of the century, 
" ... no important improvements were incorporated in 
the trumpet", and that it "had become rather simpler and 
11100 
compacter in construction .... 
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The serpent. One of the growing trends during this 
period was a desire for a stronger bass line. Although 
the bassoon was improved and refined, it nevertheless 
proved to be inadequate. The contributing factor may have 
been the additional instruments which were brought into 
the wind-band and may have caused the bassoon to lack 
proper dynamic balance with the upper parts. The rein-
forcement to the bassoons came in the form of an instru-
ment named the serpent. The serpent idea was based on 
the medieval cornett as the bass of that family of instru-
ments. The peculiar "S", or serpentine shape from which 
it derives its name, was due to the necessity for bringing 
lOOGeiringer, op. cit., p. 178. 
the six finger-holes within easy reach of the player's 
fingers. That the tube is eight feet long testifies to 
the practicality of this idea. 
Sources claim the Canon Guillaume of Auxerre, 
France, is credited with the serpent's invention at about 
the end of the sixteenth century. There is a difference 
of opinion on this point since serpents are known to have 
existed in Italy at an earlier date. The first models 
had six unmechanized finger-holes, but during the late 
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eighteenth century, it acquired from two to seven keys, 
the standard being four. Halfpenny, who spent some time 
experimenting with the serpent, relates that he uses these 
keys for additional remote venting rather than as note 
holes. 101 
Day describes an instrument of the serpent type, 
but using a bassoon shape made of wood with brass fittings 
and a bassoon-type bocal, whose invention is credited to 
Regibo of Lille around 1780. A year later, Day states, 
Frichot (London) brought out a serpent similar to that of 
Regibo's, but made entirely of brass, and entitled by him 
the basson russe (Russian bassoon), or bass horn. 102 Of 
101Eric Halfpenny, "Playing the Serpent," Symphony 
Magazine (April, 1952), p. 9. 
102Day, op. cit., pp. 153-4. 
this name Bessaraboff remarks that "the Russians can be 
accused of many sins, but the invention of the basson 
russe is not among them. nl03 
The serpent, in either form, is said to have a 
weak, uncertain tone, and an unsteady intonation. Baines 
describes the serpent's tone quality as being "richly 
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woody, considerably louder than the bassoon's, though not 
as loud as the tuba's .... "104 Evidence of the serpent's 
adoption into the wind-band is found in the scores to the 
marches of this period. As to scoring the serpent, when 
two bassoons are in unison, the serpent is scored ad 
libitum, that is, an octave below the bassoons wherever 
possible. While most of the Continental wind-bands main-
tained the basson russe, the English continued to use the 
traditional model until the early part of the nineteenth 
century, after which time both models were superseded by 
the ophicleide. 
Percussion instruments. It appears that England and 
France adopted "Turkish" percussion instruments via the 
Germans who were already equipped with their Janitscharen 
Musik {Janizarie or Turkish music). 
103Bessaraboff, loc. cit. 
l04aaines, op. cit., p. 308. 
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The bass drum's length was usually twice that of the 
head diameter, and carried at the waist rather than on the 
chest as today. The kettledrum was quite a bit smaller 
than the type used by the cavalry; it was carried and 
played as the side-drum and used singly. The tambourine 
was much larger than the present-day model, and in addi-
tion had a number of grelots, or small bells, as well as 
jingling plates attached to its rim. The triangle was 
heavier than modern specimens but also had metal rings 
on the lower section to add to the total effect. The 
cymbals, or more popularly, "clash pans," came in small 
and large sizes and were considered a special feature. 
The next instrument was used merely to add to the clangor 
and not as a true percussion instrument. This was the 
Turkish crescent, or the "Jingling Johnny" (from chaghana). 
Not all these instruments were included in each 
wind-band but more usually in a variety of combinations. 
Although the tenor drum•s history in the wind-band is some-
what inaccessible, Farmer claims that it is a generally 
accepted fact that it "superseded the small kettledrums 
that were used by marching regiments in the eighteenth 
century .... "105 It was a part of the percussion section 
of the British wind-band around 1790 and seems to have 
105Farmer, Handel's Kettledrums, op. cit., p. 45. 
taken its place in the Continental wind-band just after 
the start of the nineteenth century. With no snares on 
the bottom head and played with soft-headed drum sticks, 
the tenor drum had a tone quality similar to a small bass 
drum. In France, it was called caisse roulante, and in 
Germany, Wirbeltrommel. 
The clarinet. There is evidence that about 1790 
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Lefevre, a virtuoso clarinetist at the Paris Conservatoire, 
either suggested or helped to produce the sixth key for 
the clarinet. This gave the tones: 
II 
.. ;w' II 
II The instrument was to remain in this form until Muller 
made further additions and improvements on it early in the 
nineteenth century. At first, the instruments used were 
in the keys of C and F and not until after the nineteenth 
century began were they replaced by those in B-flat and 
E-flat, with the former still in use. When the clarinet 
became firmly established, it was made in a greater 
variety of pitches. 
The oboe. The oboe of the late eighteenth century 
was the previously described narrow-bored classical model 
from the Continent. It was especially popular in Germany. 
The bassoon. Langwill writes of charts for a six-
keyed bassoon, circa 1780, which give fingerings for: 
II 
-,. II 
.. , .. 
U II 
JJ 
The four-keyed instrument was used during Mozart's time, 
while the six-keyed bassoon was not standard until nearly 
the close of the century. 106 
Toward the end of the century, the trend in the 
essential timbre of the oboe ; flute, and clarinet was 
one of a more marked difference. This may have been due 
to one or a combination of several factors, such as, the 
rise in pitch, the consequent narrowing of the bores, or 
in keeping with the exploitation of contrasting tone 
colors in the composer's imitative phrases wbicb came 
into use about this period. 107 
215 
The born. The born was essentially the same natural, 
diatonic instrument during the late eighteenth century. 
Hampel's discovery of altering tbe pitch by band-stopping 
was slow in acceptance. The reason can only be a matter 
of conjecture. Soon after the middle of the century, 
106 Langwill, op. cit., p. 18. 
- --. 
107MacGillvary, loc. cit. 
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however , several attempts were made to make the horn more 
chromatic without resorting to hand-stopping. The natural 
horn remained in use until the early nineteenth century. 
Trombone. These instruments seemed to have been 
developed out of the large trumpet when the latter assumed 
a folded shape. Therefore, the name trombone, !·~·' tromba 
(Italian: large trumpet). Its German name, posaune or 
busune, indicates a somewhat similar line of derivation 
from the busine (large straight trumpet). The medieval 
English word sackbutt is a corruption of the old Spanish 
term sacabuche (draw tube), or the old French sacqueboute 
(pull-push). The slide mechanism, which is characteristic 
of the trombone, is said to have had its inception in an 
attempt to make the performance on the trumpet more dia-
tonic through the addition of a slide. 
Apel writes that trombones were in use by the cere-
monial bands of princes as well as churches and municipal-
ities throughout the sixteenth century and that they con-
sisted of alto, tenor, and bass instruments. 108 Many 
writers feel that it is a point of conjecture as to the 
reason for the late adoption of the trombone into the 
wind-band (not definitely until early nineteenth century). 
This situation is even more problematic when horn and 
108Apel, op. cit., p. 767 . 
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trumpet players, up to the early nineteenth century , were 
struggling with the natural harmonic series tones. 
Scoring Practices During the Late Eighteenth Century 
Characteristics of scoring practices which are 
closely related and pertain to the compositional style of 
this period include: clarity, precision, balance of form 
and content, and economy of means. From an overall point 
of view, a few specific features to be noted in the scor-
ing practices of this period are: increased attention to 
balance with regard to tone-color and dynamics through 
varying combinations of wind instruments; greater empha-
sis on the unique capabilities and limitations of each 
instrument in the ensemble; experimentation for the 
attainment of special effects obtainable through various 
types of wind instrument scoring; and more aesthetically 
speaking, the capacity of a wind choir, independent from 
strings and voices, to reflect the musical art of the 
period through the ideas and thoughts of the composer. 
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One of the first questions to be settled was whether 
the oboe or the clarinet was to be the leading wind instru-
ment. Prior to, and during, this period, the clarinet 
seemed to go through a probationary phase. Many scores 
indicated either oboes only or oboes and clarinets. 
Whereas in the earlier scores the oboes appear to be 
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treated as the more active of the two sections when scored 
with clarinets, during the late eighteenth century, the 
reverse practice became apparent. The clarinet attained 
a place as an independent and capable instrument. 
Lavoix gives the credit for recognition and under-
standing of the clarinet's unique resources to Mozart. 
He feels that Mozart's treatment of the clarinet, especially 
in his divertimenti and serenades, did more for its accep-
tance and use in scoring techniques than any other composer 
before him. 109 
The assignment of parts given the various instru-
ments of the wind-band clearly establish their independent 
status as a group capable of covering the melody, harmony, 
and rhythm. If flutes were present, they covered the high 
register; if not, it was given to oboes and/or clarinets. 
Oboes and clarinets also covered the middle register, 
horns and trumpet the middle and tenor registers, wtth 
bassoons assigned to the tenor and bass registers. The 
serpent, of course, was relegated to the bass register 
only. Instruments were assigned vital material suitable 
to their compass, nature and technique, in unison, octaves, 
double-octaves, or harmonized, whether the musical element 
was melodic, harmonic, or rhythmic. 
109Lavoix, op. cit., p. 293. 
One of the main features of the scoring practices 
was the use of pairs of instruments, especially oboes, 
clarinets, horns, and bassoons. Generally, the second 
instrument of each pair was scored as a rhythmic dupli-
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cate of the first, in the position of a subservient voice, 
and usually in parallel movements of thirds and sixths. 
Occasionally the second instrument would be assigned a 
different rhythmic pattern from the first. Not too often, 
probably for greater interest and contrast, one top voice 
would be assigned the melodic line with all other voices 
serving as an accompaniment. 
When the clarinets finally became an indispensable 
member of the wind-band, they were used to give additional 
body to the tutti, to supply essential harmony, or to play 
or double melodic phrases either singly or in pairs. 
Mozart is supposed to have used what was considered a 
decidedly fresh effect for this period by demonstrating 
the so-called chalumeau, or low register of the clarinet. 
The specific effect was an accompanying arpeggio figure 
in the manner of an "Alberti bass. ullO 
The tenor register of the bassoon received increas-
ingly greater use at this time. While the second bassoon 
was relegated to supplying the bass line, for the most part, 
llOcarse, The History of Orchestration, op. cit., 
p. 190. - - - -
the first bassoon was quite often utilized in its upper 
register, and even more important, that it was often 
assigned passages of a melodic nature while the horns 
and serpent provided the harmonic structure. Attempts 
to make a complete wind tutti were somewhat hampered by 
the melodic inflexibility of the horns and trumpets. 
Carse feels that this "often compelled composers to write 
the notes he could get rather than those he would have 
liked."111 This is a debatable point. It is evident, 
however, that passages of a lyrical type were avoided as 
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a general practice. Occasionally an excursion into the 
horn's high register would be assigned in order to facili-
tate the execution of a diatonic passage. 
The horns functioned with the woodwinds and trumpets, 
and in this capacity provided cohesion, body of tone, or 
contrast of tone-color wherever the key or passage was 
suitable. There are a few brief instances of their use 
as soloists in melodic passages within available notes. 
It seemed, in fact, that the horn's limitations gave the 
parts assigned them a character and individuality all their 
own. Haydn was one of the composers of this period who 
took advantage of every possibility of the horn's technical 
capabilities. 
111 Ibid . , p. 194. 
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The trumpets basically followed the same path as 
the horns. They were employed largely to add brilliance , 
bulk of tone, and to emphasize the characteristic rhythmic 
patterns by marking accents underlining the rhythm. 
Generally, the traditional function of the trumpet, of 
providing fanfares and signals, appears through the 
rhythmic figures assigned i t in scores of this period. 
Since the trumpet was now relegated to its tromba register, 
middle to low, its use diatonically was limited except when 
scored in its upper register. 
The serpent functioned as a reinforcement to the 
second bassoon by doubling it in unison, or an octave 
lower wherever possible, and to expand the total sounding-
range of the tutti. This function would also occasionally 
allow the composer to score the second bassoon independent 
of a purely bass part and allow it to execute passages 
with the first bassoon. 
Haydn's marches. The marches to be analyzed were 
selected as illustrative of the fact that Haydn's composi-
tional technique passed through the various stylistic 
changes of the century. 
Marche Regimento de Marshallll2 
1772-
(Hoboken deest) 
The instrumentation is a variation of the old 
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Harmoniemusik. At the outset, this work is a good example 
of the divertimento style of compositional technique Haydn 
learned early in his career. This means that the results 
he obtained in his scoring were without the aid of a 
continuo, since this form of music was intended for out-
door performance. The few measures of rhythmic accentua-
tion notwithstanding, the melodic line in the first oboe 
is free, flowing, and plastic. This is in contrast to the 
more punctuated style of other marches in this period. 
The instruments, other than first oboe, maintain the 
position of accompanying voices for the greater part of 
the score. The second oboe fluctuates between the top 
voice of the accompaniment and supports the first oboe 
as a rhythmic duplicate. The horns serve in the capacity 
of sounding the inner parts between the highest and lowest 
voices. The second strain shows the second horn reinforc-
ing the bass part while the bassoon executes a tenor-range 
passage. There is good utilization of the tenor and bass 
register of the bassoon. The low "B" for first bassoon, 
during the second strain, is a matter of great curiosity 
·
112see Example No. 36, Appendix A. 
since the instrument was not fitted with such a key. 
Perhaps this note was sounded through the process of 
cross-fingering. The individual capacities of all the 
instruments are used to their best advantage throughout 
the composition. 
March for the Prince of Wales113 
- Circa 1792-
{Hoboken VIII: 3) 
This is the composition which Hoboken lists as 
having been composed for the Royal Society of Musicians 
in London which led Haas to the conclusion that Haydn 
originally wrote it for the Prince of Wales' wind-band. 
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In this march Haydn displays a mature understanding 
and realization of the unique qualities of the individual 
instruments through the manner in which he combines them 
or uses them independently. The clarinets are probably 
the most exemplary of this technique. Between the two 
parts, he manages to use almost the entire range of the 
instrument. Haydn's use of the clarinet was supposed to 
have been influenced by Mozart; this may explain the unique 
"Alberti bass" type figure for the second clarinet in the 
opening measures and in the Trio. Two main features of the 
clarinet are carried out: its ability as a leading melody 
113see Example No. 36, Appendix A. 
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instrument and it s good blending tone quality whether in 
unison, octaves, or harmonized. The second clarinet main-
tains a flexible relationship as a rhythmic duplicate of 
the first, or rhythmically independent of it. 
The bassoons are afforded the opportunity to display 
their agility in either the tenor or bass registers as well 
as their blending quality with the clarinets and horns. 
The technique of paired scoring is demonstrated by clari-
nets and bassoons six measures before the Fine. The use 
of the serpent allows Haydn to give more freedom to the 
second bassoon part in support of the first. The scoring 
of the horns seems to be more orchestral than in the pre-
vious march. Haydn not only assigns them figures which 
help emphasize the basic rhythmic design, but also to 
point up accents in phrases as well. The horns not only 
serve to fill the gap between clarinets and bassoons , but 
to sound the middle parts when the second clarinet is 
executing a low-register passage. The ability of horns 
to blend with bassoons is amply demonstrated when sound-
ing the short rhythmic patterns J ~ J at the ends of 
phrases. The opening measures in the second strain of the 
Trio are excellent examples of utilizing the best available 
notes on the natural horn to produce a melodic line. The 
trumpet part indicates a decisive transition away from the 
high clarino style of scoring. Haydn utilizes its open 
tones through passages of an intervallic nature, with an 
occasional diatonic figure in the upper register. As in 
some of the horn work, it accentuates the underlying 
rhythmical design for the most part. One minute differ-
ence is that, rather than using it merely to add bril-
liance and bulk of tone throughout, Haydn shows a charac-
teristic ability to work for contrasting nuances by 
scoring the trumpet piano in several places. Generally, 
the scoring approach here is a good example of the late 
eighteenth century composer's experimentation with vary-
ing tone-color and dynamics through various combinations 
of instruments, and the utilization of the individual 
abilities and capacities of each instrument in the 
ensemble. 
Marches No. 1 and 2 
For the Derbyshire1Cavalry-Re,iment114 
- - (Hoboken VIII: 1, 2 
Since these marches were written at about the same 
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time and have similar scoring practices, they will be dis-
cussed together. The standard procedure of paired-voicing 
is apparent with the second part a rhythmic duplicate of 
the first, usually in thirds, sixths, or octaves. The 
clarinets are obviously the leading melodic instruments 
114see Exampl$No. 34 and No. 35, Appendix A. 
with support from the bassoons in a lower register. The 
brasses are traditionally scored, the horns as liaison 
between woodwinds and trumpet, and the trumpet mainly on 
fanfare-type passages. March No. 2 tends to offer more 
individuality for various sections than No. 1, especially 
after (10) in the score. 
It is interesting that, though these marches have 
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a later date, the clarinet parts do not have the scope and 
flexibility of those in March for the Prince of Wales. 
Haydn was conservative in his assignments for the clari-
nets in these scores. The second clarinet is at a dynamic 
disadvantage since almost each of the marches are scored 
in the thinnest sounding register of the instrument. Haydn 
shows an appreciation of the flexibility andagility of the 
bassoons in his scoring assignments for that section. He 
puts the great range to good use, covering the bass line 
as well as tenor register parts. The high "A" in the third 
measure of March No. 2 is significant. The use of the Ser-
pent in the score frees the second bassoon on several occa-
sions, viz., the opening of March No. 1 and just before (20) 
in the same march. March No. 2 shows more freedom for the 
second bassoon. 
The horns cover the middle and tenor registers of 
the score, dividing their efforts between supporting the 
woodwinds and sounding brass-type passages. When in the 
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capacity of the former, they assist the bassoons, and when 
supporting the brass, they help point up rhythmic figures, 
fanfare-type figures, and the harmonic structure. Because 
natural horns are in use, diatonic scoring is possible 
mainly in the horn's upper register. The trumpet is 
traditionally scored. The opening measures of each march 
shows diatonic passages, but other than these the trumpet 
performs passages of an intervallic nature. The triplet 
fanfare figures in each march are exemplary of its usage. 
The Serpent was firmly established in wind-bands 
by this time. Its function of sounding the bass line and 
fundamental rhythm patterns is obvious in these scores. 
Marcia115 
(Hoboken VIII: 6) 
It was pointed out in Chapter III that this march 
shows a strong resemblance to Marche Regimento de Marshall. 
Though instrumentations vary somewhat, the basic scoring 
procedures are the same. In the Marcia, Haydn indicates 
his awareness of the fine blending quality of the clari-
nets, horns, and bassoons through his manner of their 
disposition. Clarinets are occasionally with horns, or 
with bassoons. Horns are in their same capacity as 
liaison instruments, and bassoons show their agility by 
115see Example No. 38, Appendix A. 
their capacity to sound in the bass and tenor registers. 
Due to the small instrumentation, the paired-voicing 
technique is a matter of necessity with occasional inde-
pendent passages for each part. 
The clarinets remain in their conservative range. 
Haydn assigns low register material to horns or bassoons , 
and maintains a rather rigid register for the clarinets, 
especially the second part. Probably due to the small 
instrumentation, Haydn assigns more diatonic work to the 
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horns in contrast with the fanfare-type passages in other 
marches. Another reason might be that the composition was 
conceived without this type of passage in mind. The horns, 
likewise, maintain a narrow range. The bassoons cover 
their bass and tenor register assignments rather easily. 
The bassoon duet two measures before (20) is noteworthy! 
The second bassoon is kept busy sounding the bass line 
and supporting the first bassoon. 
M hll6 arc 
(Hoboken VIII: 7) 
This is the composition which Landon describes as 
having only eight measures in the original score. He has 
reconstructed the remainder of the march. There is nothing 
significantly different regarding the scoring practices in 
116see Example No. 39, Appendix A. 
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this composition compared with the Derbyshire Marches which 
it resembles. The solo entrance for the second horn in 
measures 3-4 is perhaps new compared with the scores for 
the other marches. 
Hungarischer National Marsch117 
(HoboKen VIII: 4) 
One of the first impressions gained from an analysis 
of the scoring practices Haydn applied in this march is the 
greater application of an orchestral approach. The scoring 
approach is as comparatively sophisticated as the composi-
tion itself. Comparison, in this case, is with reference 
to Haydn's other marches included here. 
Paired-voic1ng is still utilized, but the second 
part is less a duplicate of the first. Second parts, how-
ever, tend to be duplicates of each other at times. The 
oboes and clarinets share the responsibility as the lead-
ing wind and melodic instruments. The answering figures 
are exemplary of this idea. The high D-flat for oboe five 
measures after (20) indicates the conservative range Haydn 
had in mind for the clarinets. The clarinets maintain 
their position as good blending instruments as may be seen 
in their assignments with bassoons and horns. Lacking a 
Serpent, the second bassoon is assigned the bass line, 
117see Example No. 37, Appendix A. 
except for a few passages. In this case, the horns are 
scored in low pedal "C " in bass clef. The first bassoon, 
however, shows more orchestral treatment in this score. 
Haydn allows the bassoon to sound more thematic material 
than in previous scores. 
The horns are assigned little, if any, diatonic 
work in this score. The greater portion of assignments 
indicate sounding the harmonic and rhythmic structure in 
a traditional fashion, except for the low pedal 11 C" men-
tioned above. Measure 2 shows orchestral treatment, and 
the first two measures of section II show the horns as 
the leading voice. It is, once again, the connecting 
instrument, not only between woodwind and brass, but 
between upper and lower voices as well. 
The trumpet part is quite traditional, except 
perhaps that Haydn assigns a bit wider range in this 
score. The trumpet sounds the rhythmic figure in con-
junction with horns, most of the time, and solo a few 
times. Haydn did not seem to choose scoring any diatonic 
passages for trumpet in this score. As in all other 
scores , percussion parts are usually improvised. 
Johann Christian Bach. Sadie records that Bach 
wrote a number of compositions for the wind-band, among 
which are several marches which have survived only in 
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manuscript version except for two published marches. Two 
other published sets of works include: six Sinfonia, three 
of which contain a march; and another set entitled Military 
Pieces. 118 Sadie suggests that there is some question 
regarding the exact number of marches composed by Bach 
when he writes that 
. . . in the collection of marches in the Royal Music 
Library (under "Anon., Regimental Marches," R.M. 24. 
K.l5) there are eight, not six marches as ascribed to 
Bach; the second and fifth of these are omitted 
altogether by Terry, and four of them are simply dif-
ferent versions of the four quoted marches for contin-
ental regiments. Three other marches quoted by Terry 
appear in the same collection, but are there ascribed 
to Abel; doubts therefore arise as to their authenti-
city.ll9 
Regiment des Prinzen Ernst12° 
from: Drei MHrsche in Es-dur 
In general, the scoring is effective and idiomatic, 
but nevertheless not very enterprising. The oboe is very 
obviously the leading melodic instrument. The second oboe 
is largely confined to playing in thirds and sixths below 
the first and in duplicate rhythm patterns. The horns 
provide the inner structure of the harmony, and the liaison 
between the bass and soprano voices. Measures 3 and 14 
118sadie, op. cit., p. 107. 
119Ibid., p. 111. 
12?see Example No. 30, Appendix A. 
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show Bach's ability to handle the horn's upper register in 
scoring a diatonic figure. Other than these, the horns 
accentuate the basic rhythmic patterns and cadences. The 
bassoon is very rarely required to play anything of a 
melodic nature and almost constantly provides the bass 
part. The range utilized by Bach in the case of the 
bassoon is rather small. Even though works such as this 
can compare only with Mozart's lighter, less ambitious 
wind divertimenti, Sadie feels that "the highest level 
in military band music was reached in works such as 
those of J. C. Bach. 11121 
Johann Michael Haydn. When Michael Haydn wrote the 
Turkischer Marsch, he was employed as court musician and 
composer in Salzburg. This is one of many works written 
in the current eighteenth century fashion reflecting the 
contemporary vogue for "Turkish music." It contains 
several characteristic features of the "Turkish music" 
style. One is the clarity and simplicity of the upper 
register melodic line supported only by a heavily accented 
metric cadence. This may have been a carry-over from the 
old Janizarie wind-bands in which the melody was carried 
by high-pitched double-reed instruments, while the low-
pitched double-reeds reinforced the bass line as well as 
l2lsadie, op. cit., p. 109. 
the multitudinous percussion. Another feature is the 
"Turkish" element supplied by the piatelli {cymbals) and 
. . 
Tamburo turchese {Turkish drum). Of the latter, Carse 
writes that the tenor drum was replaced by a bass or 
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long drum which was formerly known as the Turkish drum. 122 
Of much significance in this march is the greatly 
expanded instrumentation from previous compositions. The 
number of parts have been increased from the usual six, 
seven, or eight to fourteen. The notated percussion parts 
are, likewise, noteworthy. Once Haydn establishes the 
assignments for the various instruments, he seldom deviates 
from the pattern, except for a few brief instances. The 
flutes, oboes, and clarinets exchange the melodic line with 
occasional figurations, embellishments, rhythmic patterns, 
and sustained tones; their parts remain in the upper 
register. It seems that Haydn felt each one capable of 
carrying out similar assignments as he uses them inter-
changeably. However, the oboe is a bit more actively 
engaged than the clarinet, perhaps to lend more "Turkish" 
quality to the character of the music. 
The paired scoring in the high woodwinds follows a 
traditional approach, with the second part a rhythmical 
duplicate of the first. The high woodwinds are scored 
122carse, Musical Wind Instruments, op. cit., 
pp. 247-8. 
rather idiomatically for the period. The bassoon part 
shows less utilization of its overall capabilities than 
previous scores. Except for short excursions into the 
tenor register, the bassoon sounds the bass part and 
basic rhythmic structure of the composition. The horns 
are traditionally scored, between woodwinds and brass, 
as reinforcement of the rhythmic design or harmonic 
structure. Only in measures 19 and 21 do the horns dis-
play any melodic potential. The low C octaves in the 
bass clef illustrate the extension of horn parts into 
the lower register as a trend of the time. In this case, 
the horns take over the bass part while the bassoons per-
form in their tenor register. 
The trumpets are, likewise, traditionally scored. 
The low pedal-point "c" in bass clef is unique for trum-
pet parts in marches of the period. The percussion are 
used most characteristically. The Turkish drum either 
must have been intended to be used in pairs, one large 
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and one small, or the drum was struck in different areas 
of the head to produce the high and low pitches in the 
part. The constant quarter-note rhythmic pattern through-
out the march is typical of the Janizarie wind-band music, 
of which the 2/4 and ¢ meters were the favorites. On 
the whole, there is less attempt to use variety of tone 
colors and unique capabilities of the instruments in this 
score. This was probably due to the fact that Haydn was 
attempting to portray but one mood, and the instruments 
were assigned material to fit that purpose. 
Thomas Essex. Chapter II described the Napoleonic 
scare throughout England during the last decade of the 
eighteenth century which gave rise to newly formed regi-
ments of militia and wind-bands attached to them. 
The Royal Westminster Volunteers March 123 
circa 1798 
~5 
This march is an example of the wind-band music for 
these volunteer units. The instrumentation is typical for 
the period , namely, the inclusion of a single trumpet and 
the addition of the flute. Expression marks were rarely 
used; the few which were included were inserted under the 
clarinet parts. The scoring style, while not highly 
imaginative, does show some rather fresh ideas. A notice-
able feature is the employment of the clarinet as the lead-
ing wind instrument, while the flute is used mainly to 
double the first clarinet during the tutti. The flute 
trill in measures 17 and 18 is unusual for marches of the 
period. The use of horns in a more diatonic manner is 
more orchestral than other marches of the time. The 
123see Example No. 51, Appendix A. 
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combination of clarinets and bassoons before the Trio is 
in the divertimento style. Perhaps the most novel feature , 
and somewhat prophetical at the same time, is the division 
of the clarinet parts into three voices during the Tr io. 
The inclusion of a tympani part is unusual only because 
they were still reserved for use by the cavalry during 
this period. 
V. THE EARLY NINETEENTH CENTURY 
The early nineteenth century is customarily acknow-
ledged as the ebbing of the "Classical Period " with the 
works of Beethoven. Even while this period was at its 
peak, elements of the new style, "Romanticism " were 
' 
already apparent. The emotional quality of the "classical 
style" was gradually making its way to the foregound as 
the subjective element became increasingly important. The 
intellectual aspect, with regard to control and balance of 
forces, was slightly overshadowed by a more personal 
approach. This is not to imply that balance of emotion 
and reason were not present at the beginning of the nine-
teenth century; the musical style was still based on these 
elements , but the controlling factor was not the same as 
the earlier phases of the "classical style." With refer-
ence to this idea, Lang writes that, 
When classicism was at its apex, romanticism was 
barely getting started .... The consolidation of 
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romanticism came later in the century , when the last 
giants of classicism, already affected by early roman-
ticism but still saturated with the mighty instinct 124 for order, discipline, form , and synthesis, departed. 
A few general traits of the trend from classicism to roman-
ticism may be: more individualism expressed in the com-
poser's style, along with more intensity; more depth; and 
more dramatic fervor. 
Technical Improvement in Instruments 
Most of the important technical revelopments and 
improvements in the construction of wind instruments 
occurred during the first half of the nineteenth century. 
In the woodwinds, there was the development of the first 
basic "systems" which provided them with sets of simple 
closed keys to eliminate much of the cross-fingering, 
especially for chromatics. As for the brasses, the 
invention and perfection of the valve for affecting the 
tube's length gave the natural horn and trumpet added 
facility as melodic instruments. In both cases, the 
overall proportions became acoustically sounder and 
better. The trend in more control of manufacture added 
to the facility of execution, wider key range, better 
intonation, and a chromatic nature. Credit for providing 
the stimulus and encouragement for this activity in instru-
ment development belongs to performers, makers, and composers 
124Lang, op. cit., p. 745. 
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in varying degrees. Carse feels these people 11either sug-
gested , invented, or . actually carried out the improve-
ments which a constantly expanding art demanded. 11125 
Although the period of improvements referred to above 
covers the times in which the marches of this period were 
written, it should not be expected that they had immediate 
effect on the wind-band. Regardless of the addition of 
keys to woodwinds and the invention of the keyed bugle in 
1810 , wind instruments were still mainly classical in 
design. Communication between countries was more rapid 
than before, but new innovations did not spread as quickly 
as might be expected. There is no doubt, however, that 
the wind-band's instrumentation and the scoring practices 
of composer writing for it indicated definite developments. 
With the acceptance of a greater variety of instruments 
into the wind-band of this period, there arose a practice 
of mixing more instrumental timbres for the purpose of 
special effects and colors. 
The tremendous influence of the French wind-bands of 
the post-Revolutionary period gave impetus to the growth 
not only in variety of instruments, but in their quantity 
as well. Another influence of a more artistic nature 
125carse, The History of Orchestration, op. cit., 
p. 200. - - --
found its culmination in the improvement of instrument 
construction. The French wind-bands were made up, for 
the most part, of virtuosi from defunct opera houses and 
orchestras. It was probably due to their suggestions 
and encouragement that some of the technical improvements 
took place at this time. 
Flute . Baasch claims that an eight-keyed flute 
was produced by the end of the eighteenth century , and 
that by the nineteenth century, the use of chromatic keys 
was established and accepted. 126 Baines refutes part of 
this and shows that, while eight-keyed flutes were in the 
process of being developed, the six-keyed flute was in 
general use until about 1820 when the eight-keyed model 
was introduced. 127 Scores of the marches at this time 
indicate that the instruments were made in a variety of 
keys, namely, C, B-flat, and F, while piccolos were 
available in the keys of F , E-flat, or D. 
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Oboe. The oboe of this period was still of the same 
general design of the late eighteenth century classical 
model. After the beginning of the nineteenth century, the 
two-keyed instrument was replaced by a ten-keyed model. 
126Baasch, loc. cit. 
127Baines, op. cit., pp. 316-7. 
In addition to the two old keys, the new ones included: 
an octave key, side keys for c' and b'-flat, F#, G#, 
closed F, low C#, and a long key to produce low B. 
Bassoon. A series of instrumental tutors by 
Holyoke, published in 1807, give valuable information 
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pertaining to the status of many instruments at this time. 
In the second volume, he describes the bassoon as having 
fourteen holes and six keys including: F, G#, E-flat, D, 
C, and low B-flat. Of the instrument, he writes that 11 the 
bassan is imperfect and requires the assistance of a good 
musical ear to blow in tolerable tune." 128 The realiza-
tion of the bassoon as a tenor as well as bass instrument 
gave rise to the extension of its upper register. By 
1800, bassoons of English manufacture added two thumb 
keys to the tenor joint to aid the production of notes 
above g'. Langwill states that more thumb keys were added 
129 later which allowed the bassoon to proceed up to f''. 
Stanesby, a famous eighteenth century English instru-
ment maker, produced a contra-bassoon called the basson 
grosso, appearing as an enlarged version of the late 
Baroque-period bassoon. It had four keys and its lowest 
128samuel Holyoke, The Instrumental Assistant 
(Exeter, New Hampshire: H:-Raulet, 1807), Volume II, 
p. vi. 
129 Langwill, op. cit., p. 21. 
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tone was B-flat. Baines describes the first approximation 
of the present-day contra-bassoon as "looking like a tall, 
massive bassoon , with a butt joint at each end, and descend-
ing down to bottom C." 13° This is the instrument of the 
Viennese classical period and the one used in Austrian and 
Italian military bands. 
Clarinet. The transformation of the clarinet from 
six to thirteen keys probably remains the most significant 
progress in its development. The contribution to this 
highly important development was made by Muller (1786-1854) 
who was a prominent virtuoso and composer of the time. As 
a performer, he undoubtedly realized the inadequacies of 
the instrument in the performance of music growing more 
complex. To produce the many reforms or improvements, he 
worked closely with several German instrument manufacturers. 
The following scale indicates the various key mechanisms 
which were now available on the clarinet. Those introduced 
by Muller (in 1810) are designated with a(~). 
13°Baines, op. cit., p. 290. 
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Altenburg claims that M~ller's contributions were not 
limited to the addition of new key-mechanisms, but that 
his reforms and improvements 
. . . embraced rather all acoustical problems, such 
as the function and correct position of the register 
key opening, the most accurate distribution of the 
finger and key locations and their1i~fluence on the purity and fullness of tone .... j 
Until this time , or at least until M~ller's improve-
ments became sufficiently widespread among manufacturers, 
clarinets were employed in different pitches due to tech-
nical difficulties of fingerings in certain key-signatures. 
Mnller favored the B-flat clarinet as did Beethoven. The 
small sopranino clarinet was made in F and E-flat and was 
generally confined to use in wind-bands at this time. 
Trombone. The major changes in the trombone were 
made more to its use in musical organizations than to its 
construction. Of interest at this time was the ever-
increasing employment of the instrument in the wind-band. 
Whether its adoption was due to a need for a stronger 
brass tone in the tenor-bass register, for sheer power , 
or due to the desire for more variety of tone colors in 
the brass section of the wind-band is a matter of conjecture. 
While some wind-bands used combinations of alto, tenor, and 
bass trombones, others used the tenor and bass only. 
13lwilhelm Altenburg, "The Clarinet, " Part IV, 
Woodwind Magazine (Vol. 2, No. 9, May, 1950) , p. 11. 
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Scoring Practices 
There is the possibility that the concept of tone 
color derived from the various combinations came about 
through the increased individuality which each of the 
instruments was capable of displaying. This concept was 
beginning to show in orchestral scoring , and those com-
posers who wrote for orchestra and wind-band undoubtedly 
transferred many of their wind scoring ideas from one 
medium to another. The interaction between improvements 
in mechanical and acoustical problems in wind instruments, 
with technical demands fromcomposers in their compositions, 
gave rise to ne-w requirements o'f facility, range , and 
expression from the wind instruments. 
Each instrument was scored in a register most exem-
plary of its characteristic tone and in which it would make 
the best contribution to the ensemble. Important parts , 
such as melodic lines , were accompanied by instruments of 
a contrasting color which would not detract from their 
individuality. With the gradual increase in the variety 
of types of instruments , the composer found it possible 
to provide a more sufficient sonority and solidity for the 
inner and lower parts of his musical structure. What 
doubling of parts appears in the nineteenth century scores 
is more for balancing of overall tone and to secure ade-
quate prominence of certain parts. 
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The clarinet was now considered the leading voice of 
the wind-band. Flutes appeared in a variety of keys, and 
were scored in their upper register to insure their being 
heard and to extend the wind-band tessitura upward. Oboes 
do not appear in all scores, but those which include them 
indicate that they are more reinforcing instruments of 
flutes and clarinets than an individual tone color. More 
use is made of the bassoon's agility and facility , espe-
cially of its higher register. With the advent of the 
serpent and basson russe {or bass horn) to cover the bass 
line, more freedom is granted the bassonpart , especially 
the second bassoon. 
Composers continued to score for natural horns during 
this period. Passages of a more diatonic type seem to 
appear more frequently. The same is basically true offue 
trumpet, except that composers used their open tones more 
extensively than in the case of the horn. The use of 
keyed brass instruments is evident only in the case of 
the basson russe. There is evidence that many scores of 
a later date include other keyed brass instruments. 132 
When trombones appear in the score, they are treated as 
harmonists, scored on the inner parts of the musical 
132Armee Marsche, arrangirt fur militarisch Musik-
Kappelle {Berlin: Schlesinger, no date available, but 
possibly early nineteenth century) , 97 scores in 5 volumes. 
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structure just beneath the trumpets. This tends to raise 
the lower level of the trumpet range somewhat. 
The percussion continued as before, i.e., to accent 
the metric cadence, except for the side-drum which rein-
forced the rhythmic patterns of the brass instruments. 
Beethoven's Scoring Practices 
The marches selected for analyzation in this study 
" " ·" ( are: Zwei Marsche fur Milltarmusik Two Marches for Mili-
tary Band, 1809, 1810); 133 and Milit~r-Marsch (Military 
March, more commonly known as the March in D, 1816). 134 
Zwei M~rschel35 
(Two Marches for Military Band) 
1809, 1810 
The instrumentation of these marches is similar to 
that of Prussian and Austrian line-regiment bands of the 
late eighteenth century, except for the omission of oboes 
and trombones. The inclusion of the piccolo in F, the 
sopranino clarinet in F, and the contra-bassoon in place 
of the traditional serpent, is notable progress from the 
scores of the preceding century. These three instruments 
l33see Example No. 65, Appendix A. 
l34see Example No. 66, Appendix A. 
l35see Example No. 65, Appendix A. 
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may be considered indicative of the growing trend toward 
expanding the wind-band's total range or tessitura through 
the inclusion of instruments of higher and lower registers. 
The first impression gained from the scoring style 
in these marches is that the performers are required to 
possess both considerable virtuosity and stamina. Lang 
emphasizes a fundamental trait of Beethoven's scoring 
practices throughout all three periods of his composing 
when he points out that, 
. what Beethoven wanted he demanded with absolute 
unconcern as to the medium or the performer. When 
technical restrictions interposed themselves between 
an idea and its realization, he did ngt hesitate to 
violate even ordinary common sense.l3 
The high woodwind scoring is rather orchestral in manner. 
The sopranino clarinet doubles the first flute, and the 
first clarinet doubles the second flute. The piccolo and 
sopranino clarinet have similar material throughout and 
are occasionally allowed free and independent material 
from the remainder of the ensemble. These instruments, 
piccolos , flutes, and clarinets, have the bulk of the 
melodic material, mostly in octaves. When harmonized, 
they are in paired-scoring style and usually include the 
bassoons so that the structure is sounding in three regis-
ters. Beethoven seems to have much more confidence in the 
136Lang, op. cit. , p. 772. 
clarinet's ability to handle melodic assignments than in 
earlier scores. The bassoons are scored somewhat in the 
style of orchestral celli. They not only serve as the 
lower part of the woodwind section but reinforce the 
basic harmonic structure , rhythm pattern, and bass line 
all at once. Whenever the bass line becomes important 
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and needs to balance the other factors in the composition , 
Beethoven uses the bassoons to reinforce the contra-bassoon. 
Horns and trumpets make adequate use of their funda-
mental tones. The exceptionally high passage for first horn 
in the second march is unique for wind-band. The horns 
reinforce the basic rhythmic pattern and harmonic structure 
with the trumpets , often in octaves. They show their capa-
city as liaison instruments between woodwinds and brasses 
rather amply. The trumpets show little marked or progres-
sive characteristic and maintain their traditional function 
of sounding rhythmic figures in military style. Beethoven 
probably chose to score them generally in unison to empha-
size the low register tones strongly enough to balance 
other parts. The percussion are traditionally scored. 
Milit~r-Marscb 137 
(March in D) 
1816 
One of the outstanding features of this march is 
the striking similarity of its instrumentation resources 
to the modern wind-band. It is highly indicative of the 
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wind-band's growth. Beethoven scored the march for thirty-
two independent parts~ Many wind-bands had discarded the 
oboe in favor of the clarinet; its restoration is noted in 
this work. The combination of C and F clarinets used here 
is also found in many wind-band instrumentations of the 
time. The scoring of tenor and bass trombones is in con-
trast to French, English , and Italian wind-bands which 
included an alto trombone as well . The inclusion of both 
serpent and contra-bassoon is apparently to insure the 
sounding of the bass line , as well as to make use of the 
more agile and tonally-secure contra-bassoon. The use of 
six horn and eight trumpet parts in varying pitches is a 
matter of musical expediency. The percussion section 
instrumentation is expanded and more varied than previous 
scores. 
The instrumentation of this composition is a great 
step toward obtaining a more expansive overall sound from 
l37see Example No. 66, Appendix A. 
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the wind-band. Generally speaking, the effect is one of 
greater brilliance due to the inclusion of more higher 
woodwinds and use of the high trumpet range. The virtu-
osity demanded is quite obvious . This is especially true 
of the diatonic horn and trumpet parts in the strain before 
the Trio and the Corni in B basso in the first strain of 
the Trio. 
As an overall pattern, Beethoven treats the winds 
more orchestrally than he did in previous marches. That 
is , he does not tend to assign the instruments the same 
type of material throughout the score but varies the tone 
colors and effects by utilizing differing combinations. 
The high woodwinds and bassoon assignments are exemplary 
of this as are the combination of certain horn parts with 
woodwinds. Probably the most skillful feature in the 
score is with regard to the horns and trumpets. Employing 
instruments of varying pitches allowed Beethoven to cover 
a wide range of available harmonic tones. The manner in 
which he makes use of these, not only to sound the rhythmic 
patterns and fanfares but the several diatonic passages, 
points to the potential of a wind group in the hands of a 
master craftsman. The melodic use of the horns in the 
second strain before the Trio is unique, as is the Corni 
di basso with woodwinds in the Trio. 
250 
The ranges and division of parts in the clarinet 
section foreshadows present-day scoring techniques. While 
the bassoons are used more orchestrally than before, 
Beethoven does not neglect to use them in support of the 
bass line along with the contra-bassoon. The trombones 
are generally used to reinforce the harmonic structure , 
but their potential as diatonic and chromatic instruments 
is not overlooked. Beethoven chose to employ the percus-
sion in the 11Turkish music 11 style, especially the cymbal 
and triangle parts. 
That Beethoven understood the capabilities and 
capacities of the instruments scored in this march is 
obvious. That he also realized the potential of various 
instruments is apparent from the demands heretofore 
unrequired of them. 
Spontini's Scoring Techniques 
The Marsch aus Ferd: Cortez (1816) 138 is included 
mainly to show the international growth attained by the 
wind-band at this time. This has reference to its instru-
mentation, scoring practices, and style of march composi-
tion . The instrumentation is quite similar to Beethoven's 
Milit~r-Marsch, except for fewer horn and trumpet parts , 
the use of flutes in place of piccolos, and the inclusion 
138see Example No. 69, Appendix A. 
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of the corni di bassetto. 139 The scoring practices 
employed by Spontini are close to those used by Beethoven, 
except that they are perhaps a bit less demanding, espe-
cially the brass parts. For the latter instruments , 
Spontini employs the traditional function of assigning 
them the harmonic structure , rhythmic patterns, and fan-
fare figures. 
Spontini's overall approach lacks the variety of 
tone colors and effects of Beethoven. He shows more ten-
dency to keep the same general scoring assignments through-
out the march. One rather curious feature is the mixture 
of languages to designate certain instruments. For example: 
Tamburen Piati e Grand Caisse, are German , Italian , and 
French, respectively~ The general effect of the scoring 
in this march would, nevertheless , result in almost the 
large, expansive sound of Beethoven's Milit~r-Marsch , but 
less brilliant. A significant factor in the case of this 
and Beethoven's afore-mentioned march is the expansion of 
the march as a musical form. 
l39The corni di bassetto, or basset horn , was a 
tenor-voiced clarine~ usually pitched in F. Its modern 
counterpart is the so-called alto clarinet. The term alto 
is somewhat misleading as this instrument is also a tenor-
voiced clarinet. 
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VI. SUMMARY 
Two broad general factors which are closely related 
and connected with the evolution of scoring for the wind-
band are: (1) the growth and development in the art and 
technique of musical composition; and (2) the technical 
development and improvement in the construction of musical 
instruments. Both of these factors are in turn intimately 
associated with progress in the development of instrumental 
technique which also had an important bearing on scoring 
practices for the wind-band. 
The comparatively late development of wind instru-
ments probably discouraged composers from writing for the 
wind-band medium at a time when the orchestra became the 
chief means of musical expression. The main element 
behind the evolution of scoring was the necessity on the 
part of the composer to discover new and better methods 
for expressing himself artistically. The composer had to 
realize and exploit to the best advantage the singular 
capabilities of the instruments he intended to use, and 
if this did not meet his requirements or satisfy his needs, 
he wrote for other instruments. If the latter procedure 
was not possible, the composer adjusted the music to fit 
the existing instrumentation. The glaring inconsistency 
of the wind-band's instrumentation caused a certain amount 
of apprehension in the composer's mind as it left him 
without a general and manageable structure to handle with 
any consistency, logic, and accuracy. No one particular 
factor was responsible for the manner of scoring used by 
the various composers of wind-band music. The several 
factors influenced each other and, in turn, had consider-
able bearing on wind-band scoring practices. 
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It is difficult to analyze and evaluate completely 
scoring practices in vogue during the early seventeenth 
century as scores do not often clearly specify the desired 
instruments, and occasional directions state that all 
instruments are to play the music. Since instruments 
doubled voices, or played music suitable for singing, it 
seems obvious that wind instrument music did not as yet 
have a purely idiomatic character, except in military 
music. 
The products of the new era in musical arts of the 
early Baroque were the flute, oboe to replace the old 
shawm, bassoon to replace the old curtall, and, in time, 
the clarinet. Percussion instruments consisted of the 
old long drum, but with the additional feature of snares 
to give the tone a crisp, sharp quality. 
Lully's compositional style in his music for the 
oboe bands was based more on harmony and rhythm than was 
the previously polyphonic style. The influence of language 
and dance rhythms may be seen in Lully's compositional 
style , especially in the abundant use of the dotted-note 
rhythmic figure. A detailed analyzation of Lully's scor-
ing practices which may be noted in his marches reveal 
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the following characteristic features: except for very 
brief independent contrapuntal rhythmic figures, all the 
instruments play continuously together in similar rhythms; 
the part-writing is neither entirely horizontal polyphony , 
nor vertical harmonic structure; the influence of the 
thorough-bass style in which the two outer voices are 
predominant is evident , as the two inner voices seem to 
be "f i ller " parts, or the realizations of the harmonic 
structure; the parts are so distributed as to obtain a 
satisfactory blend and balance; and the style and manner 
in which the parts are disposed are rather stereotyped 
from one composition to the next, thereby lending a 
certain lack of variety. 
A major composer of the late Baroque period to 
write music for the wind-band was Handel. An international 
style may be noted , to a degree, in his March. The March 
is typical of the three-part Baroque counterpoint as exem-
plified in the trio sonata principle in which the two upper 
parts are of almost equal design and are supported by a 
continuo or thorough-bass. That Handel chose to score this 
work for two oboes and bassoon is due in part to the fact 
that this was the standard woodwind combination used by 
composers of this period. 
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One of the first noteworthy aspects of the new style 
of march composition during the Rococo , or pre-classic , 
period is the lack of a purely contrapuntally-conceived 
texture. The musical material seems to be based on a 
harmonic foundation in support of a melodic line, with 
a harmonic scheme devised as a form of accompaniment so 
that one set of instruments is used to accompany another 
set providing the melody. The melodic line, in this style, 
is unhampered by the weaving feature of contrapuntal move-
ment; this seems to afford it more clarity and distinction 
against a background of harmony and rhythm. 
The eighteenth century saw the emergence of two 
instruments which had tremendous bearing on the wind-band, 
namely , the clarinet and the horn. The adoption of "Turkish 
music, " consisting of a battery of varied percussion instru-
ments , took place during the last quarter of the century. 
Scoring during the first half of the eighteenth 
century had entered a new phase. A new feature was tone 
color based on a choice of instruments whicp would produce 
a particular quality of sound, or the effects obtained by 
various combinations of instruments. Although oboes and 
clarinets share the responsibility for the melodic line, 
the oboes are the more active of the two. Whenever unisons 
and octaves are not scored between oboes and clarinets , the 
prevailing style of parallel movements of thirds and sixths 
are employed. Generally, the second part is a rhythmical 
duplication of the first for all instruments scored. The 
horns show their place as a liaison instrument between 
woodwinds and brasses. The horns are used to give more 
stability and enrichment to the inner parts by being 
assigned to important notes of the harmonic scheme. 
Passages of a "fanfare" style, or of intervallic nature, 
are usually scored in the horn's low to middle registers. 
When intervals of a close relationship are required, the 
upper register is employed. The bassoon parts indicate 
256 
a transition from a purely bass voice to ·a greater consi-
deration for its agility and tenor voice quality. Whenever 
trumpets appear in the score, they are traditionally scored , 
functioning mainly in "fanfare" type figures and interval-
lically. Diatonic passages are limited to the upper regis-
ter as in the case of the horns. 
The style of the late eighteenth century stressed 
balance in all forces, !·~· , a balance in reason and emotion, 
and in style with regard to form, content, and technical 
level. Naturally, this had great influence on the compo-
sitional style and scoring techniques. During this period, 
composers showed an increasing interest in the special 
capabilities of the individual wind instrument. This was 
stimulated by his growing interest in tone color and 
balance which could be obtained by various combinations 
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of wind instruments. Attention was also given to the wind 
instrument's limitations. The desire for a more substan-
tial bass part led to the use of the Serpent for the per-
formance of this line and the addition of trombones, just 
before the close of the century, to support the inner har-
monic structure. "Turkish music" became a definite part 
of the wind-band and added a colorful element to the total 
effect. In addition to the old Harmoniemusik instrumenta-
tion, flutes or piccolo, trumpets, serpent, and varying 
percussion made up most wind-bands. 
A few specific features of the scoring practices of 
this period are: increased attention to balance with regard 
to tone color and dynamics through varying combinations of 
wind instruments; greater emphasis on the unique capabili-
ties and limitations of each instrument in the ensemble; 
experimentation for the attainment of special effects 
obtainable through various types of wind instrument scor-
ing; and the capacity of the wind choir to reflect the 
ideas and thoughts of the composer independently from the 
strings. 
Now the clarinets became more actively scored than 
the oboes. The flutes covered the high register, the oboe 
and clarinets the middle register, horns and trumpets the 
middle and tenor registers, and bassoons the tenor and 
bass registers. The serpent, of course, was relegated 
to the bass register. Instruments were assigned vital 
material suitable to their compass, nature, and technique, 
in unison , octaves, double-octaves, or harmonized whether 
the musical element was melodic, harmonic, or rhythmic. 
One of the main features of the scoring practices 
is the use of pairs of instruments, especially oboes, 
clarinets, horns, and bassoons. Generally , the second 
instrument of each pair is scored as a rhythmic duplicate 
of the first, with an occasional varying rhythmic pattern. 
The clarinets were used to give additional body to the 
tutti, to supply essential harmony, or to play or double 
melodic phrases either singly or in pairs. While the 
second bassoon was generally relegated to supplying the 
bass line, the first bassoon was quite often utilized in 
its upper register. Attempts to make a complete wind 
tutti were somewhat hampered by the melodic inflexibility 
of the horns and trumpets. Occasionally an excursion into 
the horn's high register would be assigned in order to 
facilitate the execution of a diatonic passage. The horns 
functioned with woodwinds and trumpets and in this capa-
city provided cohesion , body of tone, or contrast of tone 
color whenever the key or passage was suitable. The trum-
pets basically followed the same path as the horns. They 
appear to be employed largely to add brilliance, bulk of 
tone, and to emphasize the characteristic rhythmic patterns 
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by marking accents and underlining the rhythm. The trumpet 
was now relegated to its tromba register. The serpent 
functioned as a reinforcement to the second bassoon on the 
bass line , or at times supplied the foundation by itself. 
A few general traits of the trend from classicism 
to romanticism may be: more individualism expressed in 
the composer's style, along with more intensity; more 
depth; and more dramatic fervor. Most of the important 
technical developments and improvements in the construction 
of wind instruments occurred during the first half of the 
nineteenth century. However, it should not be expected 
that they had immediate effect on the wind-band. The 
tremendous influence of the French wind-bands of the post-
Revolutionary period gave impetus to the growth not only 
in variety of instruments, but their quantity as well. In 
addition to the flutes, oboes, clarinets, bassoons, horns, 
trumpets, serpent, and percussion of the p~evious century, 
the first quarter of the nineteenth century (to 1816) 
added the piccolo , small (sopranino) clarinet, and trom-
bone. Some wind-bands used a contra-bassoon in place of 
the serpent. 
There is the possibility that the concept of tone 
color derived from the various combinations came about 
through the increased individuality which each of the 
instruments was capable of displaying. Technical demands 
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from composers in their compositions gave rise to new 
requirements of facility , range, and expression from wind 
instruments. Each instrument was scored in the register 
most exemplary of its characteristic tone and in which it 
would make the best contribution to the ensemble. Impor-
tant parts , such as melodic lines, were accompanied by 
instruments of a contrasting color which would not detract 
from their individuality. With the gradual increase in 
the variety of types of instruments, the composer found it 
possible to provide a more sufficient sonority and solidity 
for the inner and lower parts of his musical structure. 
What doubling of parts appears in the nineteenth century 
scores is more for balancing of overall tone and to secure 
adequate prominence of certain parts. 
The clarinet was now considered the leading voice of 
the wind-band. Flutes were scored in their upper register 
to insure their being heard and to extend the wind-band 
tessitura upward. Oboes , when included in the score, 
appear more as reinforcing instruments with flutes and 
clarinets than as an individual tone color. More use is 
made of the bassoon's agility and facility, especially of 
its higher register. With the advent of the serpent and 
basson russe (bass horn) to cover the bass line , more 
freedom is granted the bassoon part. 
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Composers continue to score for natural horns, but 
passages of a more diatonic nature appear more frequently. 
The same is basically true of the trumpet, except that 
composers use their open tones more extensively than in 
the case of the horn. The percussion continued as before , 
i.~., to accent the metric cadence, except for the side-
drum which reinforced the rhythmic patterns of the brass 
instruments. 
CHAPTER V 
SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS 
It was the purpose of this study to examine the 
scoring practices and techniques employed by composers 
in marches written for the wind-band from Lully to 
Beethoven inclusively. After an analysis of these prac-
tices and of the evolution of the march as a musical 
form, selected pieces were re-scored for the modern 
wind-band. To accomplish this purpose, it was deemed 
necessary (1) to survey the historical background, 
evolution, and development of the wind-band from the 
French oboe bands of the seventeenth century to the 
wind-band of the Beethoven period; (2) to survey the 
historical background and evolution of the march form 
and examine the marches which were composed and are 
extant from the same historical periods; and (3) to 
analyze the scoring practices for the wind-band, along 
with a survey of the technical development of those 
instruments used in wind-bands in these periods. 
Three general areas and their related categories 
formed the foundation and background of the study. These 
included: (1) published and unpublished literature of 
specific historical significance to the wind-band (such 
as its technical development, music, instruments, 
arranging, and scoring, and orchestration only as it 
referred to wind instruments); (2) collections of music 
manuscripts and facsimiles of marches from musical 
anthologies and complete works; and (3) published edi-
tions of marches. 
General histories formed the major part of the 
published literature reviewed in the study, wherever 
the history included any study of the development, 
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music, or instruments of the wind-band. Encyclopedias, 
dictionaries, and lexicons provided the study with impor-
tant facts and definitions pertinent to all ramifications 
of the wind-band. Special studies included books devoted 
to particular aspects of the wind-band, such as instrumen-
tation, scoring, surveys, and analyses of wind-music. 
Periodicals formed a portion second only to histories of 
the literature reviewed. The information contained 
herein was generally of a more specialized nature. 
Unpublished literature included doctoral dissertations, 
Masters' theses, and special studies by professional 
musical associations in which similar material was dis-
cussed. 
Collections of manuscripts were located in libraries 
and museums. These included original autograph copies of 
scores or their reproductions. Published music was located 
in musical anthologies and historical editions, complete 
works, individual works and collections of works in 
libraries, and from the music listed in publishing bouse 
catalogues. 
I. SUMMARY 
There is sufficient evidence that composers of the 
late seventeenth, eighteenth, and early nineteenth cen-
turies wrote music expressly for the . wind-band medium. 
These are classified as "open-air" or outdoor composi-
tions as contrasted ~tb indoor or chamber music. Even 
though a surprisingly large number of compositions were 
written for this medium by the time of Beethoven's death, 
they are either considered as minor efforts of major 
composers or major efforts of minor composers. The art 
of serious musical composition for the wind-band bad 
not, as yet, become as universal as that fbr orchestra. 
Of the repertoire from these periods, the most 
characteristic and completely indigenous musical form 
of wind-band composition is the march. While the march 
constitutes the larger portion of wind-band composition 
in the periods included in this study, they are less 
numerous than the marches from the mid-nineteenth cen-
tury to the present day. 
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Until the seventeenth century, the term, band, 
generically used, meant an assemblage of all instruments, 
regardless of type, employed by royalty ana aristocracy 
for court or civic ceremonies, or for theatrical enter-
tainment. From earliest historical times, small groups 
of wind players were used to provide music for military 
functions ana ceremonies. But to examine the historical 
development of the wina-bana on the basis of a primarily 
military function is too limited a perspective, for the 
evolution of the wina-bana is also interwoven with the 
political, social, ana cultural conditions throughout 
Europe. 
Many types ana varieties of ensembles contributed 
to the development of the wina-bana. Up to the time of 
Lully ana the French oboe banos, these included the banos 
" of Minstrels, Thurmer ana Staatpfeiffer musicians, the 
German Trumpeter ana Drum Corps, the Swiss fife ana arum 
corps, and the English bands of Waits. Each brought 
certain strong influential factors to bear on the wind-
band with regard to changes ana growth in instruments, 
instrumentation, si~e, repertoire, purpose, ana function. 
The opening of the seventeenth century ushered in 
a rapid rise in popularity of wind instrumental music, 
ana a new era in composition which was characterized by 
265 
a striving for strong emotional content in composition 
and performance. Louis XIV's great interest in military 
music resulted in his employment of Lully as his court 
composer to write marches, airs, and traditional tunes 
for the royal regimental bands consisting principally 
of the oboe family of instruments and drums. The use 
of similar oboe bands spread to all parts of Europe. 
The rising importance of the wind-band was further 
strengthened by the merging of three significant elements 
within its organization and function. The first of these 
was the evolution, improvement, and eventual adoption 
into the wind-band of the clarinet, French horn, and 
bassoon. The second was the addition to the wind-band 
of "Turkish music " or of a great array of percussion 
instruments. The third was a combination of oboes, 
clarinets, bassoons, and horns known as Harmoniemusik 
which became a standard instrumentation for wind-bands 
throughout Europe. 
From an artistic viewpoint, perhaps the greatest 
influence in the wind-band's development comes from its 
use during the French Revolution. Wind-bands, with 
greatly enlarged and varied instrumentations, performed 
at the huge national festivals held in honor of revolu-
tionary events. During Colonial days in America, 
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wind-bands were those attached to British military units 
that occupied the colonies. During the "National Period " 
following the Revolution, many civilian wind-bands, as 
well as those attached to local militia units, arose 
throughout the country. These groups varied in size 
and instrumentation since good performers, instruments, 
and suitable music were difficult to obtain. 
While music was written for specified and unspeci-
fied combinations of wind instruments as early as the 
fifteenth century, music for wind-band does not appear 
until approximately the late seventeenth or early 
eighteenth century. One possible reason for this was 
the late technical development of wind instruments 
with regard to mechanical and acoustical design, in 
comparison with the development of stringed instruments 
whose technical and mechanical problems seemed to have 
been resolved earlier. 
Of the various types of military music used 
either in troop movements, at ceremonial parades, or in 
camp, the march is the most characteristic, distinctive, 
and idiomatic form. During the historical evolution of 
the march as an art form, it was designed to regulate, 
through rhythmic patterns, the processional movement 
of large bodies of people, especially for military 
267 
purposes. Even from the time of Lully, the march was 
even-measured and in the regular phrases necessary for 
movement, since the regularity of the step is the basis 
for the art of movement. In its early form, the march 
had two basic elements, a main section and a subordinate 
section; somewhat later, the second or subordinate sec-
tion was followed by a trio and a repetition of the 
first or main section. 
In such a writer as Arbeau, there are allusions 
to the derivation of the march from dance movements. 
He refers to martial dances which are actually mili-
tary movements controlled through specific rhythms 
played on a drum or drums. Indeed, the term, march, 
from the sixteenth century onward for at least two 
centuries, meant a traditional drum rhythm attributed 
to a particular nation, principality, or military 
unit. The march, by the seventeenth century, was 
generally in duple or quadruple meter, although Arbeau 
also refers to a triple meter. 
The melodic element for the marches written by 
Lully and his associates was supplied by soldier's 
marching and patriotic songs and was combined with the 
rhythmic patterns of the drum beats to form both the 
wind instrument version and the formal pattern of the 
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march. A combination of the processional march and the 
forward-driving, more rhythmically punctuated style of 
the eighteenth century found expression in the marches 
by Haydn and such composers as Mozart, J. C. Bach, Abel, 
and Gossec. The march form at this time contained 
either one or two sections and a section called the 
trio in either duple or compound (6/8) meter. The n 
rhythm was strongly emphasized. 
There were at least four types of marches in use 
by the eighteenth century: the slow, the quick, the 
double-quick, and the funeral march. Of the meters 
used in marches, the British are usually credited with 
having made the 6/8 march rather popular. A signifi-
cant trend in eighteenth century march composition is 
that the melodic line is freely composed and increas-
ingly independent of the rhythmic pattern of a drum 
beat. 
The growth of the wind-band of the early nine-
teenth century and of the march as a musical form, are 
clearly evident in the marches by Beethoven and Spontini. 
Most marches in early American history are preserved in 
piano arrangements or in instrumental instruction 
tutors. Few actual scores for wind-bands are extant. 
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Two broad general factors which are closely related 
to the evolution of scoring for the wind-band are: (1) 
the growth and development in the art and technique of 
musical composition; and (2) the technical development 
and improvement in the construction of musical instru-
ments. The main element behind the evolution of scoring 
was the necessity for the composer to discover new and 
better methods for expressing himself artistically. No 
one particular factor was responsible for the technique 
of wind-band scoring; the several factors influenced 
each other. 
It is difficult to analyze and evaluate completely 
the scoring practices in vogue during the early seven-
teenth centuries since scores do not often clearly 
specify which instruments are to play and, occasionally, 
directions state that all instruments are to play the 
music. A detailed analysis of Lully's scoring practices 
in his marches reveals the following features: (1) except 
for a few brief instances, all instruments play contin-
uously together in similar rhythms; (2) the part-writing 
is neither entirely horizontal polyphony nor does it 
utilize a harmonic structure; (3) the influence of the 
thorough-bass style is evident as the two outer voices 
predominate while the two inner voices act as filler 
parts; (4) the parts are so distributed as to obtain a 
satisfactory blend and balance; and (5) the techniques 
of part-writing are rather stereotyped from one march 
to the next. 
The eighteenth century saw the emergence of two 
instruments which played an important role in the wind-
band: the clarinet and horn. Their advent led to an 
enlarged version of the French oboe bands consisting 
of pairs of oboes, clarinets, bassoons, horns for the 
winds, and "Turkish music" for the percussion. Scoring, 
during the first half of the eighteenth century, had 
entered a new phase. More varied tone color resulted 
from the choice of instruments to produce a particular 
quality of sound. Often oboes and clarinets share the 
responsibility for the melodic line, but oboes are the 
more active of the two. Generally, the second part is 
a rhythmical duplication of the first for all instru-
ments scored. The horns take their place as a liaison 
instrument between woodwinds and brasses. The horns 
are used to give greater stability and enrichment to 
the inner parts by being assigned to important notes 
of the harmonic scheme. The bassoon part shows a trans-
ition from its use as bass voice, for more advantage is 
taken of its agility and tenor voice quality. 
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In fact, during the late eighteenth century, com-
posers showed an increasing interest in the special capa-
bilities and limitations of the individual wind instru-
ment. The desire for a more substantial bass part led 
to the use of the Serpent for the performance of this 
line. A few specific features of the scoring practices 
of this period are: (1) increased attention to balance 
with regard to tone color and dynamics through varying 
combinations of wind instruments; (2) greater emphasis 
on the unique capabilities and limitations of each 
instrument in the ensemble; (3) experimentation for the 
attainment of special effects obtainable through various 
types of wind instrument scoring; and (4) more regard 
for the ability of the wind choir to reflect the ideas 
and intentions of the composer. 
Whether the musical elements were melodic, har-
monic, or rhythmic during the late eighteenth century, 
instruments were assigned vital material suitable to 
their compass, nature, and technique, either in unison, 
octaves, double-octaves, or harmonized. Oboes, clari-
nets, bassoons, and horns were usually scored in pairs, 
with the second as a rhythmical duplication of the 
first. TheClarinets were now more actively scored 
than the oboes. The flutes sounded the high register, 
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the oboes and clarinets the middle register, horns and 
trumpets the middle and tenor registers, bassoons the 
tenor and bass registers, and the serpent the bass 
register. Attempts to make a complete wind tutti were 
somewhat hampered by the melodic inflexibility of the 
horns and trumpets. The horns functioned with wood-
winds and trumpets, and in this capacity provided 
cohesion, body of tone, or contrast of color whenever 
the key or passages were suitable. The trumpets were 
relegated to their tromba register. 
During the first quarter of the nineteenth cen-
tury, technical demands from composers of wind-band 
music gave rise to new requirements of facility, range, 
and expression from wind instruments. Each instrument 
was scored in a register most exemplary of its charac-
teristic tone and in which it would make a unique con-
tribution to the ensemble. Important parts, such as 
melodic lines, were accompanied by instruments of a 
contrasting tone color which would not detract from 
their individuality. With the gradual increase in the 
variety of types of instruments, the composer found it 
possible to provide a stronger sonority and solidity 
for the inner and lower parts of the composition's 
structure. What doubling of parts appeared in the 
273 
274 
scores was more to achieve balance of overall tone and to 
secure adequate prominence of certain parts. The clarinet 
was now the leading voice of the wind-band, flutes 
appeared regularly in scores and extended the wind-band 
tessitura upward, oboes served as reinforcement instru-
ments with flutes and clarinets, and more use was made 
of the bassoon's agility and facility. Composers con-
tinued to score for natural horns and trumpets except 
that diatonic passages in their upper register appear 
more frequently. The serpent and basson russe were com-
bined to sound the bass line. The percussion continued 
as before except for side-drum which reinforced the 
rhythmic patterns of the brass instruments. 
II. CONCLUSIONS 
There is a considerable amount of extant wind 
music representing the musical periods of the late 
seventeenth, eighteenth, and early nineteenth centuries. 
The larger portion, however, is classified as indoor or 
chamber music and by its very nature does not lend 
itself well to performance as wind-band or outdoor 
music. In the latter category of wind music, evidence 
shows that there was an appreciable degree of composi-
tion in this area during the above periods. The various 
musical forms included in the literature of this cate-
gory are divertimenti, feldpartita, cassations, sere-
nades, sinfonias, marches, and the symphonies written 
by French composers for the national fetes. The march 
is perhaps the most characteristic and completely 
indigenous musical form of wind-band music. While the 
number of marches written since Beethoven's death is 
far greater than those written prior to that date, the 
march constitutes the larger percentage of wind-band 
compositions for the periods included in this study. 
Although the wind-band appears to have been 
born out of a purely military function, its accompany-
ing utilitarian function is by no means less important. 
The former function attached a concept of outdoor music 
to the wind-band, while the latter aided the wind-band's 
gradual development into a concert ensemble. 
The above-named factors gave rise to many forms 
and types of wind-band which, in turn, brought certain 
strong influences to bear on it with regard to changes 
and growth in instruments, instrumentation, size, reper-
toire, purpose, and function. From the period of Lully 
to the late eighteenth century national fetes in France, 
the military function seemed to predominate. The possi-
bilities of the wind-band as a concert medium of musical 
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expression appears to have been conceived during the 
performances at these fetes as a result of the enlarged 
instrumentations, virtuoso wind instrumentalists, and 
an enriched repertoire. 
Composition of wind-band music was directly 
related to the technical development and mechanical 
and acoustical design of wind instruments. Problems 
with regard to wind instrument development required a 
lengthy span of time for solution. Perhaps this was 
due to the fact that progress in manufacturing tech-
niques of wind instruments had to wait for new develop-
ments in industrial engineering and equipment. For 
this reason, wind-band music was not as prevalent as 
that for other musical media during the periods of 
this study. As new and improved instruments became 
available and adopted in wind-band instrumentation, 
compositions for wind-band increased. 
The early marches consisted of war cries, chants, 
and traditional airs and camp songs--later, these melo-
dies were combined with a drum-beat rhythm pattern to 
constitute the formal pattern of the march. The march 
as a musical form continued to expand so that by 
Beethoven's last march, written in 1816, a striking 
similarity to its present-day form is discernible. 
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The form contained several elements: a main section in 
two parts, one or more trios, a repetition of the first 
or main section, and, occasionally, a coda. 
Two closely related factors connected with the 
evolution of wind-band scoring are the growth and 
development in the art and technique of musical com-
position, and the technical development and improve-
ment in the construction of musical wind instruments. 
Stylistic changes in music indicate the necessity for 
the composer to discover new and better methods for 
expressing himself artistically. It is difficult to 
state definitely whether the availability of new or 
improved instruments caused the changes in composi-
tion, or whether the technical demands made upon 
instruments by the composer forced improvements in 
instrument design. Perhaps a more practical or 
reasonable viewpoint is that these two factors inter-
acted simultaneously. Scoring techniques and prac-
tices for the wind-band were concurrent with trends 
and developments in musical composition and scoring 
for wind instruments for other media. 
One noticeable element throughout the evolution 
of wind-band scoring practices is that, as instruments 
became refined and improved in their mechanical and 
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acoustical design, composers tended to utili~e more tonal 
color possibilities. Further, there was an increasing 
interest in the unique capabilities and limitations of 
individual instruments, the greater contrast and variety 
in combinations of wind instruments, and more attention 
to balance and blend. Finally, the particular musical 
elements were assigned on the basis of the individual 
instrument's compass, nature, and unique contribution 
to the ensemble. 
III. RECOMMENDATIONS 
The list of literature perused in this study 
shows that an extensive amount of general research on 
the subject of wind-band music has been accomplished 
and that further research continues today. The same 
sources, however, point up the fact that a small amount 
of new material has been disclosed in this area of 
musical research in recent years. A primary recommen-
dation is that more research of a specialized nature 
concerning the wind-band and its music is needed. The 
wind music of a specific composer, or a group of com-
posers within one period of musical history, or a 
specific type of wind music might serve a pertinent 
subjects for research. 
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The second recommendation is an adjunct to the 
first. Extant examples of marches exist in greater 
abundance than any other form of wind-band music of 
the periods discussed in this study. Although this 
type of wind-band music may need more research, the 
other forms and types, such as divertimenti, serenades, 
cassations, feldpartiten, and sinfonias, seem worthy of 
further research. The wind-band repertoire needs consi-
derable expansion both in respect to early music now 
available and to enrichment through the addition of a 
greater variety of types of musical forms. Some 
sources have indicated that compositions for wind 
instruments during the periods of this study were but 
minor efforts of major composers. This is a highly 
subjective matter and is better left to individual 
taste. The various forms of wind-band music are impor-
tant to its repertoire if not primarily for their 
musical value, then at least for their historical 
significance as aids to the study of style. 
Sources, such as collections of manuscripts and 
published wind music, indicate that of the total amount 
of extant compositions, a negligible portion is avail-
able for performance by present-day wind-bands. To 
balance properly the wind-band repertoire, with regard 
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to the amount of literature from all periods of musical 
history, more original wind-band music from the late 
seventeenth, eighteenth, and early nineteenth centuries 
should be included. As a means of accomplishing this 
objective, the re-scoring of the wind-band music from 
these periods, for the modern wind-band, is highly 
recommended. This re-scoring must be done with the 
style, musical period, and composer's original inten-
tions in mind. Perhaps one of the most productive 
sources is the repertoire of the French wind-bands 
performed for the late eighteenth century national 
fetes. As this study pointed out, the wind-band is 
said to have started its development as a concert 
ensemble with these performances. The repertoire 
from this period is, for the most part, of a high 
quality and, therefore, merits the attention and 
effort of re-scoring for the modern wind-band. There 
have been a few compositions published from this group 
as well as marches by Beethoven, Haydn, C. P. E. and 
J. c. Bach. 
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Because these compositions were generally con-
ceived with a certain level of artistic endeavor, they 
afford the performers an opportunity for the study and 
knowledge of a particular form and style. More important 
is the fact that the inclusion of wind music from these 
periods will not only increase the historical and musical 
scope of the wind-band repertoire, but will enhance its 
quality as well. The wind-band of today has the impor-
tant function of serving as a distinctive medium of 
artistic expression. If it is to gain and hold a music-
ally perceptive audience, it must have a repertoire of 
sufficient musical depth and scope. 
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March from Perseus {Lully). 
Marschen--Enschede. 
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Marsch aus einer Norddeutchen. 
Marche--Couperin. 
Marsch Prinz Anton, pp. 1-2. 
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March from "Scipio"--Handel, pp. 1-2. 
Marche--Fischer. 
Marche des Houlans {Fred. the Great and Voigt), 
pp. 1-2-3-4-5-6-7-8-9-10. 
Marsch {Fred. the Great and Voigt), pp. 1-2-3-
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Togues de Guerra, pp. 1-2-3-4. 
VI Marche--C. P. E. Bach, pp. 1-2-3-4-5-6-7-8-
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Drei Marsche in Es-Dur--J. C. Bach, pp. 1-2. 
Prince of Wales March--Abel, pp. 1-2. 
Feldpartie in C--Haydn. 
Marche Regimento de Marshall , pp. 1-2. 
March for the Derbyshire Cavalry No. 1. 
March for the Derbyshire Cavalry No. 2. 
March for the Prince of Wales--Haydn, pp. 1-2. 
Hungarischer National Marsch, pp. 1-2. 
Marcia (Hoboken VIII: 6). 
March {Hoboken VIII: 7). 
General Monkton's March. 
March in D--Wesley, pp. 1-2-3. 
Turkischer Marsch--M. Haydn, pp . 1-2-3-4-5-6. 
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44 Cassation--Mozart, K.V. 63 . 
45 Cassation--Mozart, K.V. 99. 
46 Marche--Mozart (facsimile of autograph). 
47 Marsch--Mozart, K.V. 189, pp. 1-2-3. 
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49 Marsche--Mozart, K.V. 335. 
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71 Marcia in E-flat--Hummell, pp . 1-2. 
72 Marcia in C--Hummell, pp. 1-2. 
73 A Favorite March and Quick Step, pp. 1-2 . 
74 Reveille Music--Continental Army. 
75 Compleat Instructions for the German Flute. 
76 The Complete Fifer's Museum. 
77 See the Conquering Hero--Handel. 
78 General Eaton's March and Dead March in Saul. 
79 March in Judas Maccabeus--Handel. 
80 March in Installation Anthem--Handel. 
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APPENDIX B 
THE EVOLUTION OF SCORING FOR THE WIND-BAND 
FROM BEETHOVEN TO THE PRESENT 
I. INTRODUCTION 
Advances in scoring techniques were probably affected 
more by developments in the wind-band's repertoire than by 
any of the other factors involved. Aside from marches and 
a conglomeration of light music in assorted musical forms, 
e.g., polkas, waltzes, and potpourris, there was little 
written specifically for the wind-band by the major com-
posers of the nineteenth century. 
Lacking a sufficient repertoire, conductors of wind-
bands, who were also composers and/or arrangers, turned to 
transcribing music from other musical media as a primary 
source of material. The orchestral and operatic repertoire 
were probably drawn upon more heavily than any other source. 
Those who transcribed orchestral music for the wind-band 
utilized scoring techniques for wind instruments similar 
to the actual composers. This is evident in the trans-
cription approach called "parallelism" in which many of 
the wind-band instruments are assigned parts in the 
transcribed score analogous to the original orchestral 
parts. 
Major advances in scoring practices were also 
brought about by the work of inventors and/or manufac-
turers of wind instruments; their contributions to tech-
nical refinements of wind instruments made it possible 
forthese instruments to function in a more efficient, 
flexible, and musical manner. This offered the composer 
greater possibilities in working for new colors, sonori-
ties, better balance, and an assurance of expressing 
himself through his compositions . 
II. SCORING PRACTICES AFTER BEETHOVEN TO 1850 
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During the first quarter of the nineteenth century, 
European and English bands underwent changes brought about 
by revolutionary inventions . The first of these was the 
II 8 valve, invented by Blumel in 1 13, but not put into general 
usage until mid-century. Antoine Sax's major contributions 
to instrument invention and improvement consisted of the 
saxophone family and a homogeneous family of saxhorns. 
Both families of instruments changed the concept of band 
tone, but especially the brasses which now had instruments 
that spanned almost the entire range of the band's tessi-
tura. The saxophones and saxhorns added a completely new 
color. Wilhelm Wieprecht is credited with the invention 
of the tuba, extending the brass section range considerably 
lower. 1 
lJ. A. Westrup and F. Ll. Harrison, The New College 
Encyclopedia of Music (New York: W. W. Norton and Company, 
Inc., 1960), P: 725. 
Wieprecht in Germany and Sax in France are also 
responsible for reforms and improvements in the wind-
band's instrumentation, thereby achieving a better 
balanced and blended ensemble. The fundamental function 
of the wind-band, however, remained unchanged. By now, 
the era of transcriptions of better-known orchestral 
works was strongly entrenched. 
German Scoring Techniques 
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Due to the instrumentation of the German wind-band, 
the predominant tone color was brass. Regardless of the 
fact that the instrumentation contained two clear-cut 
divisions of brass and woodwinds, the woodwinds repre-
sented only about one-third of the entire ensemble. The 
Germans did not avail themselves of the saxophone. The 
advent of the valved brass instrument gave rise to the 
cornet as the leading melodic instrument, not only of the 
brass section, but of the wind-band itself. Scoring 
favored the brasses, with woodwinds doubling them mainly 
at the octave to point up the higher register. There 
was little attempt at attaining a variety of tone color 
through contrasting groups either within woodwinds or 
brass and even less between woodwinds and brass. Tran-
scription of orchestral works followed a rather strict 
process of parallelism in which the voices and instruments 
of the orchestra were represented by a corresponding 
parallel in the wind-band. There was so little deviation 
from this approach that it was reduced to an almost 
mechanical process. According to Mayer, this caused an 
inbalance among the wind-band sections. 2 
French Scoring Techniques 
The French followed the German approach to a cer-
tain degree but added unique innovations, the most 
important being the extensive use of saxophones to give 
further strength to the woodwind section. The French 
made use of the saxhorns but combined them with the saxo-
phones to complete the harmonic and rhythmic structure 
assignments. This allowed the composer or arranger more 
freedom in the use of the high woodwinds, especially the 
clarinets, for contrasting tone colors. However, there 
was, as yet, little mixing of tone colors between wood-
winds and brass. Where the brasses are employed, they 
support the woodwinds in the rhythmic and harmonic struc-
tures after the orchestral approach of scoring. Funda-
mentally, the French concept was the woodwind tone color 
as the basic wind-band sound. 
2Francis N. Mayer, "The History of Scoring for 
Band" (unpublished doctoral dissertation, University of 
Minnesota, 1959), p. 32. 
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Italian Scoring Practices 
Mayer states that few Italian wind-bands "of any 
distinction existed before 1850 ... "3 but that they 
scored for wind-bands af' two definite sizes: an eighteen-
line score for the piccola partitura, and a thirty-line 
score for the granda banda. In contrast to the Germans, 
the Italians incorporated the saxophone section, but it 
appears that they suffered from some of the basic faults 
of both German and French practices, especially in the 
case of the granda banda. An overlapping of instrumental 
ranges of woodwind and brass created a lack of distinctive 
tone colors. Italian scores tended to use the saxhorn 
tone more excessively than the German or French and often 
these instruments, or the saxophones, were favored in 
place of the clarinets. 
English Scoring Practices 
English scoring practices, as evidenced from the 
instrumentation of their wind-bands and use of Continental 
scores, reflects an eclectic position. The proportion of 
woodwind to brass instruments was about equal. In the 
woodwinds, the saxophones were included but not a full 
section as in the case of the French. Some German influ-
ences are noted in the extensive use of the saxhorns. 
3Ibid., p. 4o. 
Scoring practices in English scores indicate what became 
known as a brass-reed approach, !.e., scoring is assigned 
mainly to the brasses with the reeds superimposed at the 
octave or unison. As the woodwind or reed section is 
incomplete in comparison to the brass, the concept of 
the band tone, then, is basically a brass tone. 
American Scoring Techniques 
The preceding four countries are considered as 
those illustrating the principal lines of development in 
wind-band scoring practices. With the importation of 
foreign-made wind instruments and those of domestic manu-
facture, the wind-band movement in America showed tremen-
dous growth shortly before 1850. However, the emphasis 
was on brass instruments, which gave cause for naming 
wind-bands of the time, "brass bands. 11 The brass band 
became a strong social_ and cultural force in almost all 
villages, towns, and cities throughout America. 
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Hunt feels that,if any country showed a strong influ-
ence at all, England should receive the credit. He claims 
that this resulted 11 ••• in the adoption of a mixed choir 
of cornets, trumpets, altos, baritones, trombones, and 
basses."4 Extant scores show that woodwinds were limited 
mainly to piccolo, E-flat clarinet, and B-flat clarinets. 
4charles B. Hunt, "The American Wind-Band, " (unpub-
lished doctoral dissertation, University of Southern Cali-
fornia, Los Angeles, 1947), p. 29. 
Scoring practices show a brass-reed approach. The 
melodic line, harmonic and rhythmic structure is complete 
in the brasses; the woodwind parts point up the top line 
an octave higher, with the B-flat clarinet shifting from 
soprano to alto lines. 
III. SCORING PRACTICES FROM 1850 TO 1900 
Improvement and refinement of wind instruments led 
to a unification of the various sections in the wind-band 
and assisted it to gradually assume a more definite form. 
Of the many aspects of the wind-band which may be noted 
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from an international wind-band competition held in Paris 
in 1867, Chidester points out the following as being most 
pertinent: (1) the wind-band now included all the instru-
ments necessary for the production of contrasts in tone 
colors; (2) there was an outward emphasis on the diverg-
ing international approach as to the best wind-band 
instrumentation; and (3) a lack of general uniformity 
of instrumentation was not only apparent on an inter-
national basis, but within individual countries as well.5 
5Lawrence W. Chidester, "International Wind-Band 
Instrumentation" (unpublished doctoral dissertation, 
University of Iowa, 1943), p. 51. 
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German Scoring Practices 
The preponderance of instrumentation and tone was 
still in the brass. The woodwinds were still inadequately 
represented especially in the lower register voices, while 
saxophones were not used. The principal melodic line was 
scored for the brasses, namely, cornet and/or trumpet; the 
woodwinds were seldom scored alone as a relief from con-
tinuous brass passages. The clarinets either doubled the 
upper octave of the brass parts, or were assigned accom-
paniment, or a technical passage of a type too difficult 
for the brasses. Contrasts were achieved through mixing 
of timbres for lighter passages rather than utilizing 
individual tone colors to give more clarity to part-
writing. Mayer concludes that 11 . the result was a 
lack of delicate contrasts, and of intimate scoring for 
independent homogeneous groups. 116 
French Scoring Practices 
The many changes in instrument design brought about 
reforms in French wind-band instrumentation. These groups 
showed a characteristic trend toward greater variety in 
types of woodwinds and saxhorns. French scoring practices 
indicate a continued concept of the woodwinds supported by 
the saxophones and saxhorns as the mean band tone. One 
6Mayer, op. cit., p. 23. 
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technique of achieving comparatively higher contrasts of 
tone colors through more varied instrumentation is described 
by Pares. In his treatise on instrumentation and scoring 
for the wind-band, he divides the band into five groups: 
(l) the small woodwinds (piccolo, flutes and double-reeds; 
(2) a quartet of clarinets (E-flat, B-flat, alto and bass) 
as well as a quintet of saxophones; (3) the bright brass 
of trumpets, horns, and trombones; (4) a full family of 
saxhorns; and (5) the percussion .7 This concept offered 
the composer and/or arranger more selectivity of hues 
and shadings from the wind-band's tonal palette. 
English Scoring Practices 
From shortly after 1850 to well into the twenti eth 
century, most scoring for English wind-bands was based on 
the 11 engagement twenty-five" as the standard instrumenta-
tion.8 The instruments included were: flute (doubling 
piccolo), oboe, E-flat clarinet, B-flat clarinet, alto and 
tenor saxophones, bassoon, cornets, horns, trombones, 
euphonium, tubas, and drums. Larger wind-bands existed, 
of course, and treatises indicated scoring techniques 
for them. 
7Gabriel Pares, Traite d'Instrumentation et d'Orches-
tration (a l'usage des Musiques Militaires d 1Harmonie et de 
Fanfare) TParis: Henri Lemonie et Cie., 1898). -----
8see: Mandel, Kappey, Miller, Adkins, and Hoby. 
The brass-reed approach was still in vogue. The 
woodwind concept of band tone did not become basic until 
about the twentieth century. Whatever the instrumenta-
tion, the music was scored to sound full for a small 
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group, and when applied to larger groups, it merely meant 
excessive doubling, producing a greater mass of sound. 
Farmer feels that this approach was used because wind-band 
performances in Britain were generally held outdoors. 
This forced them to adopt a tutti technique, most of the 
time, in comparison with a concert hall pe~formance which 
would have required more variation in scoring techniques.9 
Even as late as 1921, Dyson decried the "engagement twenty-
five" scoring practices when he stated that, 
The importance of precise and carefully balanced 
scoring is in practice usually ignored by arranging 
music in the first place for a kind of skeleton band 
which shall include all the indispensable notes. To 
this as many parts are added as may be required, and 
the arrangement is made suitable for almost any 
degree of variation by generous "doubling."l0 
American Scoring Practices 
At this time, a great many conductors of American 
wind-bands were European immigrants. It is only natural 
to assume that they would employ the techniques and prac-
tices of their respective countries. That the evolution 
9Farmer, Military Music, op. cit., p. 66. 
lOnyson, op. cit., p. 62. 
of the wind-band in America at this time was parallel to 
developments in Europe and England was not solely based 
on the lack of an American wind-band tradition, but due 
to the direct influence of European leaders as well. 
Generally, instrumentation and scoring techniques 
must be deduced from existing parts. The conductor's 
score was usually a one-line part for the instrument 
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which he played, with appropriate cues and other indica-
tions included. Scoring appears to be a primitive version 
of German scoring practices as the brass section is well-
balanced and full. The B-flat cornet is assigned the 
principal melodic lines, the altos supply the rhythmic-
harmonic structure, the tenors (probably valved trombones) 
sustain the harmony and occasionally some melodic work, 
and the baritone characteristically doubles the cornet 
an octave lower as well as reinforce the bass and horns. 
Any woodwinds are optional and merely double the E-flat 
cornet an octave higher. 
In summary, European scores existed in printed copy, 
were specific as to instrumentation, and contained some 
semblance of individuality for the various sections. 
Mayer describes the contrast to these factors in American 
scores when he writes that they are " ... in manuscript, 
uncertain; with little or no independence for the clari-
nets, and based on a vacillating instrumentation."11 
llMayer, op. cit., p. 93. 
Gilmore's Scoring Practices 
The addition of new instruments and the reinforce-
ment of old instruments gave an instrumentation vastly 
superior to existing wind-bands, not only in quantity, 
but in a better balance between the brasses and wood-
winds. Efforts for the realization of these achievements 
are usually credited to Patrick S. Gilmore (1829-1892) 
whose professional band is considered to be the first 
true American concert wind-band. 
Gilmore had the opportunity to hear the very best 
examples of military wind-bands from England, France, and 
Germany at the Peace Festivals held in Boston during the 
last quarter of the century. Instrumentation, style, 
performance techniques, and literature were compared. 
Gilmore carried English eclecticism one step further by 
adding to existing English techniques the French treat-
ment of woodwinds, especially the saxophones, and the 
German usage of the complete choir of saxhorns. 12 At 
least one~half of the band consisted of woodwind instru-
ments. This points to the French scoring style with its 
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emphasis on woodwinds in general and clarinets in particu-
lar. The saxophones were used in a manner similar to horns, 
that of a liaison between woodwinds and brass. Gilmore 
12 3 Hunt, op. cit., p. 5. 
used both French horns and E-flat alto horns, but he 
scored the Fr ench horns orchestrally, with trumpets and 
trombones, and the alto horns as rhythmic-harmonic struc-
ture instruments with the saxhorns, as many European 
bands do today. 
While Gilmore•s instrumentation and scoring influ-
enced similar practies in wind-bands throughout the 
country, his scores were published in small editions 
with a minimum instrumentation, plus additional, or ad 
libitum parts. The latter fact is indicative of estab-
lished scoring practices as the additional parts could 
probably do little else than add to the mass of tone, 
and at the same time, negate the intended clarity of 
part-writing and tone color. This suggests that Gilmore•s 
excellent example was not followed at the time. 
Sousa•s Scoring Techniques 
Sousa has been referred to as Gilmore•s true suc-
cessor. He had the advantage of a considerable amount of 
prior experimentation and refinement of ideas regarding 
instrumentation and scoring techniques, especially those 
of Gilmore . Hunt claims that Sousa•s ideas of instrumen-
tation came from the best of the English, " ... with the 
French preference for greater numbers of woodwinds. "13 
13Hunt, op. cit., p. 41. 
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Sousa advocated and followed in practice the neces-
sity for an adequate knowledge of the capacities and capa-
bilities of all wind and percussion instruments. He avoided 
the ranges which would cause intonation and tone quality 
difficulties, as well as digital problems. Sousa's basic 
tone quality for his band was the woodwind, and the clari-
net more particularly. The French influence may be seen 
in his tendency toward the clarinet-saxophone combination . 
. Although the small number of alto and bass clarinets was 
not adequate enough to carry the tenor and bass line of 
the woodwind section, the low brass made up for it. Sousa 
disavowed the dominance of the melodic brass of the German 
scores and indicated this through his manner of scoring 
the brasses in a style away from a previous dominating 
position. The most striking change is found in the rela-
tionship between the horns and trombones. A duplication 
of the rhythmic-harmonic structure assigned to both horns 
and trombones became almost non-existent. Whereas trom-
bones still assisted horns in tuttis, they were now scored 
more independently for the most part. 14 The tuba was con-
sidered the foundation of the band tone. Percussion parts 
were distinctively written, that is, based on the percus-
sionist's individual capabilities. 
14 6 Mayer, op. cit., p. 1 0. 
Sousa's marches. Sousa's scoring practices, as 
revealed in his march compositions, are unique enough to 
merit discussion. Mayer breaks the structural elements 
down into four broad categories consisting of: (1) melody, 
(2) duet, {3) harmonic accentuation, and (4) rhythmic-
harmonic. During the strains before the Trio, Sousa's 
normal assignments were: 
Melody: (in four octaves) Piccolo, E-flat Clarinet, 
Clarinet I, E-flat Cornet, 
Cornet I, Baritone 
Duet: 
Harmonic Accentuation: 
Rhythmic-Harmonic: 
Oboe, Clarinet II, 
Cornet II 
Trombones 
Bassoons, Cornet III-IV, 
Horns, Basses, Percussion 
There is a noticeable change of instrumental assignments 
the first time through the Trio; all melodic range instru-
ments are assigned the melody except melodic brass, and 
the duet is not used in the Trio. The part assignments 
are: 
Melody: 
Duet: 
Accentuation: 
Rhythmic-Harmonic: 
Oboe, all Clarinets, 
all Cornets 
no duet, but sustained 
bassoon work 
Trombones, Baritone, 
Bass, Percussion 
Horns 
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The change in instrumental assignments at the Trio is in 
keeping with the change in key and character of the music. 15 
Lang, on the other hand, divides Sousa's structural 
elements into three groups: (1) melody, (2) harmony, and 
(3) rhythm, in addition to devices of figurations (embel-
lishments) and countermelody. In general, Lang concludes 
that at no time do the largest sections of the band, i.~., 
clarinets, cornets, and trombones, appear to be simultan-
eously divided. According to Lang, this technique affords 
these elements more clarity, better balance among them, 
and a more effective performance as an end result. The 
following layout shows the approach used by Sousa based 
on Lang's findings. 16 (Read columns vertically.) 
Piccolo 
Flute 
Clarinets 
Cornets 
Trumpets 
Trombones 
Baritones 
Melody 
( di v. ) 
Melody 
(unis.) 
Harmony 
( di v. ) 
Melody 
(unis.) 
Melody 
( di v. ) 
Counter 
(unis.) 
Figuration Harmony Melody 
(unison) ( di v. ) ( di v.) 
Harmony Counter Melody 
( di v. ) ( unis.) (unis.) 
Melody Melody Counter 
(unis.) (unis.) (unis.) 
IV. EARLY TWENTIETH CENTURY SCORING PRACTICES 
The advances in scoring techniques displayed by 
Gilmore and Sousa notwithstanding, Clappe writes that 
15Ibid., pp. 152-53. 
l6Philip J. Lang Scoring for the Band (New York: 
Mills Music, Inc., 1950~, p. 192.-------- -----
scoring for the wind-band of the early twentieth century 
showed a " ... monotonous level of one prevailing tone, 
and that one of muddy consistency. "17 Dyson, writing of 
the British military band of this period, describes the 
same situation, but places the blame on the "engagement 
twenty-five" instrumentation rather than on the composer 
or arranger. 
Farmer and Dyson seem to be in agreement that 
American, French, and Belgian wind-band scoring was in 
a more progressive state in comparison with British. 
Farmer explains this when he states that, 
. . . choirs of instruments of similar timbre--
clarinets, saxophones, bugles--came to be treated 
as separate entities, a plan wh~ch brought much 
richer colouring to the score.l~ 
Although the approach employed in English scores had 
evolved from a brass-reed to a reed-brass style, in which 
the woodwind was the basic tone and the brass the rein-
forcing tone, the resulting effects were rather conserva-
tive. This technique allowed a small ensemble to sound 
full and effective, especially outdoors, but at the same 
time, the constant application of similar combinations 
of instruments created a lack of variety regarding tone 
17Arthur A. Clappe, The Principles of Wind Band 
Transcription (New York: Carl Fischer, In~, 1921~ 
p. 100. 
18Farmer, Military Music, loc. cit. 
colors and other nuances. As Adkins recommends to his 
student-readers, "in scoring, be obvious, avoid anything 
in the nature of experiments." 19 
American Scoring Practices 
In certain respects, scoring practices in America 
followed those in England rather closely. As in the case 
of the English, the brass-reed concept gradually evolved 
to a reed-brass approach. 
Theory and practice admit of the fact that the so-
called "unusual" instruments, such as oboe, alto and bass 
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clarinets, and bassoon, should be present in the wind-band 
for the sake of obtaining more shadings of tone color and 
varied combinations and, more important, to be able to 
duplicate the orchestral sound more effectively. These 
sources were, likewise, aware that these instruments might 
not be present in the instrumentation and, therefore, 
advocated a system of cueing or substituting for them. 
Cueing consisted of one or both of two methods: {1) the 
indication of the part played by one instrument on the 
part of another instrument of a similar tone quality 
and/or range; and (2) a duplication or "doubling " of the 
same musical material among several instruments to insure 
its performance. 
19Adkins, op. cit., p. 213. 
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Texts on wind-band scoring during the early twenties 
recommend a cueing system for flute, oboe, bassoon, alto 
and bass clarinets on the basis that these instruments 
either required reinforcing, or that they may be absent 
from the instrumentation. Treatises and scores show that 
the saxophones were not, as yet, considered an individual 
tone color. Laurendeau and Lake consider the saxophones 
as liaison instruments between woodwind and brass, much 
the same role as for French horns. In this capacity, 
saxophones were used either as substitutes for such instru-
ments as alto and bass clarinet or bassoon, or to reinforce 
the clarinet and middle brass sections. Clarinet parts 
were also cued in cornets , horns, bassoon, and baritone. 
Regardless of the somewhat more varied instrumentation of 
American wind-bands as compared with English, the lack of 
diversity and contrast in tone colors, shadings, and other 
effects was similar to that of English scoring. Clappe 
testifies to this when he writes that " ... the wind-band 
thus becomes as a monochrome instead of a polychrome. "20 
White's text on wind-band scoring presents a some-
what more advanced theory than the above through sugges-
tions and examples of greater homogeneity of tone colors, 
20clappe, Pri nciples of Wind-Band Transcription, 
loc. cit. 
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contrasts, and balance of tone. The practice he advocates 
is eclectic to the extent that it evinces English and 
French influences. The French influence is noted in the 
emphasis on an enlarged woodwind section and the suggested 
mixing of saxophones with saxhorns or French horns. It 
suggests the English approach in its attitude toward the 
flute as a non-solo instrument and the saxophone section 
as a reinforcing element or added color. White recommends, 
however, that 11 special parts should by all means be written 
for them, as is the case in modern scores. 11 21 White's 
theory of parallelism between orchestral instruments and 
those in the wind-band also indicates more flexibility 
than previous texts. He cautions the arranger 11 • • • 
against the overloading of the various voices, or parts, 
by excessive 'filling in', thus destroying the character 
of the composition which he is arranging. 1122 This text 
is a good example of American scoring practices prior to 
1930. 
Scoring for the School Wind-Band 
There is a phase of the wind-band development in 
America that is strictly indigenous to this country. 
21william C. White, Military Band Arranging (New 
York: Carl Fischer, Inc., 1924), p.~ 
22Ibid., p. 60. 
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Reference is made to the high school wind-band which had 
its main impetus from increased interest in band music in 
the schools after World War I. Some localities had school 
bands prior to World War I, but the rapid post-war develop-
ment was far more significant. As the high school band was 
in the beginning stages of development, it did not typify 
the wind-band of this country as did the professional and 
municipal bands. 
Since instrumentation was based on various sized 
school bands, it was inevitable that a repertoire to meet 
the many differences developed. For the larger bands, 
selection was made from the so-called "standard litera-
ture." This was similar to the editions used by profes-
sional and municipal bands except for additional parts 
which conformed to new instrumentations. These additional 
parts merely added to the mass of sound rather than to 
clarity of part-writing, contrast ofmne color, and 
balance. The smaller bands, lacking in sufficient instru-
mentation and probably in technical ability, required a 
less pretentious but well-scored repertoire. It was the 
needs of the latter group that gave rise to original 
compositions of .moderate to easy difficulty, as well as 
simplified arrangements of orchestral literature, marches, 
and other musical forms. This came to be known as "educa-
tional material" which imposed certain restrictions on the 
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composer and/or arranger, including: limited instrumental 
ranges, moderately difficult parts, and little independence 
of part-writing. The result was much tutti style scoring. 
However, a number of competent composers and arrangers did 
supply material of sound musical value for these bands as 
well as beginning groups. 
The scores were indicative of certain practices. 
Most noteworthy, according to Mayer, are: 
... French practice in the use of the saxophone; 
. . . German practice in the amalgam of cornet and 
baritone with woodwind; [and] British practice in the 
lack of distinction between bright and mellow brass.23 
The adoption of a standardized instrumentation had indirect 
effects, especially for the composer or arranger. One of 
these was the tendency toward stifling the composer's or 
arranger's creativity and imagination. From an unspeci-
fied source, either the conductors, associations, or 
publishers, came the concept that school musicians must 
be kept continually occupied throughout a composition, 
and that rests of undue length were educationally prohibi-
tive. Under this condition, scoring techniques consisted 
of resorting to ensemble tutti effects, woodwind or brass 
tutti, a neglect of contrasting devices, and voicing all 
instruments of a similar register or compass on the same 
23Mayer, op. cit., p. 222. 
part. This was not an attempt to achieve distinctive 
coloring but mere "busy work. " 
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Another restriction imposed on the composer or 
arranger was related to the range utilized for each instru-
ment. Generally, the middle register was used, reiterating 
Clappe's charge of the dull, monotonous sound emitted by 
the band due to a lack of brilliant high register and rich 
low register. Naturally, this did not allow much room for 
achieving proper balance of parts. Due to the employment 
of most of the instruments at all times, contrast was 
extremely limited, mainly to reeds against brass or brass 
against reeds and a few other devices, such as scoring 
entire sections of one color. Practice followed theory 
as stated in texts on scoring techniques. E-flat clari-
net, alto and bass clarinets, bassoons, and horns were 
constantly reinforced as they were considered too weak 
to be scored independently. 
This does not mean to imply that all original com-
positions and transcriptions fell into such practice. 
There is no doubt that many composers displayed excellent 
compositional and scoring techniques, even though designed 
for educational use. However, as the present-day situa-
tion illustrates, the desire of many composers and 
arrangers to become active in the music education field 
and get a share of the expanding market, resulted in a 
dearth of musically and educationally tasteless material. 
New Advances 
During the 1930's, scores clearly indicate that 
the basic band tone was founded on the clarinet section. 
The woodwinds, as a body of instruments, were utilized in 
an -orchestral manner, that is, for their greater facility 
of technique, wider variation of expressive qualities, 
and a more extended range at least upward. The melodic, 
or high brass, balanced the woodwinds by being employed 
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as four cornets and two trumpets, or three cornets and 
three trumpets. The horns and trombones showed the 
greatest deviation, mainly away from the strict rhythmic-
harmonic assignments of the past. The horns were employed 
more melodically and the trombones more orchestrally. The 
baritone shifted away from an octave-lower duplication of 
the first cornet to become a light bass in support of the 
woodwinds and a small tuba. The tuba continued as the 
foundation tone of the entire band, occasionally support-
ing the woodwind section as its low bass. The percussion 
section perhaps more than any other illustrates the fallacy 
of the educational "busy work" concept on the part of the 
composers and arrangers. Most compositions appear to be 
overscored in the percussion parts. 
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V. SCORING PRACTICES FROM 1940 TO 1950 
The Woodwinds 
The emphasis was on woodwinds and the clarinet 
section in particular, as the basic wind-band sound was 
carried through with even greater stress. Chidester and 
Gunderson advocated a fundamental quintet for the band, 
parallel to the orchestral quintet of strings, and for 
this purpose, they selected the clarinets. For Chidester, 
however, this meant the English plan of using B-flat 
clarinets to cover the soprano, alto, tenor registers, 
with the bass clarinet and/or bassoon plus tuba for the 
bass register. In excluding the alto clarinet, Chidester 
felt that the low register of the B-flat clarinet should 
be used since it was within the tenor range. 24 Gunderson 
feels that if the alto clarinet section had sufficient 
numerical representation, there is no reason why it should 
and could not be used to help provide a well-balance 
clarinet choir. 25 
The flutes were scored orchestrally and often in 
close affinity with the clarinets to whom the flutes gave 
24chidester, op. cit., p. 221. 
25Hugh Gunderson, "Instrumentation and Orchestra-
tion for the Modern Band 11 (unpublished doctoral disserta-
tion, University of Iowa, 1946), p. 37. 
further extension and support for their upper register. 
The earlier tenet that the flute was not considered a 
good solo instrument seems to have been discarded. 
The double-reeds were also employed orchestrally 
and, in contrast to the fundamental clarinet choir, they 
were oqcasionally scored as solo or small ensemble for 
coloristic effects. Judicious care was taken in the case 
of oboe assignments, but the bassoons were generally in 
support of the bass register of the clarinet choir. 
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The saxophone . It is unfortunate that the saxo-
phone's introduction into the United States a t the begin-
ning of the century was based on its value as a "popular " 
or "jazz" instrument. Whether or not it was Sax's inten-
tion, the saxophone's sole rais on d'etre in the wind-band 
was thought to be its value as a reinforcing instrument. 
The use of a saxophone as a "jazz" instrument unfortunately 
led to a prostitution of its inherently warm and rich tone 
quality when properly played . This was the main objection 
to its complete and unconditional acceptance by composers 
and conductors. 
However, much progress has taken place regarding 
the saxophone as a serious musical instrument. Due to the 
efforts and tremendous influence of such eminent saxophone 
artists as Rascher and Mule, a universal school of saxo-
phone technique is gradually becoming discernible. The 
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saxophone has made great strides toward total acceptance 
and causes Phillips' statement that ". • . examples of the 
alto saxophone in orchestral literature are relatively few 
and far between"26 to be inappropriate for the most part. 
Rascher surveyed this situation and found at least five 
hundred compositions for orchestra and chamber groups in 
which the saxophone is either a solo instrument or utilized 
as an individual tone color. 
The scores of this period did not exclude the saxo-
phone altogether. It was scored mainly as a quartet of 
two altos, one tenor, and one baritone, for additional 
sonority to the tutti, woodwind or brass section, and as 
an occasional contrasting tone color without doubling from 
other instruments. Though the approach was rather conser-
vative, the saxophone did receive solo assignments. 
The Brasses 
In contrast to early American scoring practices, 
the main function of the brass section at this time was 
to provide the necessary contrasting color to the predomi-
nant woodwinds. Brasses were used as a dominant color at 
times but mainly without support from woodwinds. Sources 
are agreed that the brass section consisted of two groups 
of differing tone quality: (1) the wide conical bore with 
26Phillips, op. cit., P. 72 . 
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gradual taper group, described as emitting a lyric, mellow, 
II 
soft tone quality, and included the cornet, flugelhorn, 
alto horn, baritone or euphonium, and tuba; and (2) the 
narrow cylindrical bore with a bright, brillian~ clear 
tone quality, and included trumpets and trombones. The 
French horns played their customary role of a liaison 
instrument and were employed with either group. It was 
not until this decade that any effort was truly made to 
keep these colors distinct through proper scoring proce-
dures. Scoring practices advocated maintaining a distinc-
tion between the two groups in their assignments and that 
the two should not be mixed. 
The main melodic, or lyric, instruments of the 
mellow brass group were the cornet and euphonium. Two 
If ( ) cornets and flugelhorn as third cornet made up the 
upper register of the group; the substitution of a third 
If 
cornet part for the flugelhorn, however, was not only 
permissable but frequently employed. The horns, baritone 
or euphonium, and tubas made up the middle and low regis-
ters. Due to its tone quality and traditionally charac-
teristic style, the trumpet group, linked by the horns, 
were treated in much the same manner as in orchestral 
scoring. This approach was carried through in order to 
maintain a contrast with the mellow group. The trumpet's 
use was less flexible than that of the trombone; the 
trombones were often incorporated into the mellow brass 
in support of sustained harmonic effects, which proved 
the fact that members of either group were interchange-
able. The trumpet seemed to be limited to fanfares, 
declamatory style figures, and accenting the rhythmic 
structure, as in eighteenth century scores. 
Circumstances involving matters of expediency 
would not allow most American wind-bands the French-
Italian practice of including both alto horns and French 
horns . Whereas the Europeans make a distinction between 
the two in scoring practices, American scores combined 
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the assignments into one part consisting of after-beat 
rhythms, sustained harmony, rhythmic-structure figures, 
and some occasional solos. The horns continued their 
liaison function, not only between woodwinds and brasses, 
but between bright and mellow brass as well . The horns, 
it was found, blended especially well with clarinets and 
bassoons . Generally, the important, and usually highest, 
notes were assigned to the first and third horns, with the 
second and fourth horns receiving the next important and 
lower notes. Again, this was fostered by a matter of 
expediency since many wind-bands were not equipped with 
four horns . Composers and arrangers found the horn sec-
tion one of the most practical, flexible, and functional 
of the wind-band . 
491 
The terms, "baritone," and, "euphonium, 11 have been 
used interchangeably due to a lack of distinction between 
the two instruments. Traditionally, the euphonium pos-
sesses a wider bore and heavier tone quality than the 
baritone, especially in the lower register. Instrumenta-
tion texts compare this instrument with the small B-flat 
bass or tuba. The baritone was thought of as the narrow-
bored tenor horn, thereby attributing to it a tone some-
what similar to the trombone. This distinction was, and 
still is, noticeable in English publications. In practice, 
however, the instrument was scored as a tenor or bass 
voice on solo or countermelodic parts, rapid figures, 
arpeggios, sustained or legato passages, all in conjunc-
tion with other brasses or woodwinds. 
The tuba was still considered the foundation 
instrument of the band, serving as a contrabass to either 
brasses or woodwinds. Its employment as the bass in the 
fundamental quintet {clarinet section) was probably due 
to a realization of the fact that most wind-bands were 
inherently weak in numerical forces of bass instruments 
in the woodwind section. Few, if any, wind-bands were 
balanced in this register by adequate representation of 
bass clarinet, contra-bass clarinet, contra-bassoon, and 
bass saxophone. Fortunately, the basic mellow tone 
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quality of the tuba allowed it to be scored with woodwinds 
or brasses in which capacity it blended quite readily. 
Percussion 
Undoubtedly, the least flexible section in scoring 
possibilities was the percussion. This was due, in part, 
to the existing concept of its function within the wind-
band instrumentation. As described earlier, an educa-
tional requirement of keeping all performers occupied 
was the probable fault for causing this to be the most 
overscored section of the wind-band. This does not mini-
mize the efforts of composers and arrangers who, because 
of good creative imagination and a striving after musical 
effects, were able to make proper use of the variety of 
means at their disposal in this section. 
Sections were more varied as to division rather 
than the two broad groups of woodwind and brass of the 
early twentieth century. These divisions now consisted 
of: (1) high woodwinds--flutes, piccolo, and E-flat 
clarinet; (2) the clarinet choir; (3) the double-reed 
choir; ( 4) the saxophone choir; ( 5) the mellow brass; 
(6) the brilliant brass; and (7) the percussion. This 
diversity afforded the composer and arranger a broader 
span of possibilities of tone color, balance, and contrast. 
It is reminiscent of the French scoring practices of the 
late nineteenth century advocated by Pares. 
VI. SCORING PRACTICES SINCE 1950 
As in the past, practice did not always follow 
theory. By the mid-century point, scoring had been 
reduced to what many composers and arrangers referred to 
as "textbook formulas." At this phase, it may be apropos 
to interpolate a list of objections raised by wind-band 
conductors and music educators regarding the status of 
scoring for the school wind-band. On a broader basis, 
these people claimed that the countless possible tonal 
combinations of the wind-band had been barely touched. 
Compositions continued to be scored in a stereotyped 
manner lacking the color potential of the wind-band. 
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More specific criticisms were that arrangers cued and 
cross-cued the parts for all instruments much too heavily, 
and the use of the arranger's entire "bag of tricks" in 
each composition had ruined many scores. With the consi-
derable variety of classifications in the wind-band 
repertoire, continued these critics, almost each was 
scored for tutti ensemble. Due to compromise after 
compromise in scoring practices, the principle of choirs, 
sectional, and individual instrument contrasts in the 
wind-band had, as a general situation, been subordinated 
to the technique of scoring for soli and tutti. 
On the other hand, the arranger or composer was 
restricted by his market. Many of the factors which 
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seemed to impose barriers to the composer's or arranger's 
creativity are a reiteration of those stated earlier in 
the century. They were that: (1) the choice of instru-
ments was dictated in advance by the publishers and/or 
music education associations; (2) suggested instrumental 
ranges were fairly limited in school organizations; (3) 
for certain instruments, parts of more than moderate dif-
ficulty had to be avoided; and (4) all the performers in 
the wind-band had to be occupied. In light of all these, 
the composer's and arranger's results were judged in most 
cases not as an artistic accomplishment, but in terms of 
the extent to which the finished product met all these 
demands for what was classified as amateur performance. 
The situation just described was not completely as 
dark as may have been suggested. From the days when the 
National School Band Association formed a committee, under 
the chairmanship of Joseph E. Maddy, to help produce scores 
which met certain high standards, many composers and 
arrangers whose output was aimed at the educational level 
showed capabilities of excellent musicianship and crafts-
manship. Their results were usually considered as being 
of high quality. In some cases, practice did follow theory, 
usually propounded through the medium of textbooks concerned 
with wind-band scoring. Two rather significant works were 
published at this time, one by Lang27 and the other by 
Leidzen. 28 Though they may appear as a culmination of 
scoring practices up to 1950, they also contain certain 
notable trends. 
Two Slightly Divergent Paths 
Since the mid-century, scoring practices have fol-
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lowed one of two slightly divergent, but closely related, 
paths or approaches. The particular scoring practice 
employed is dependent upon the creative imagination of the 
composer or arranger involved, as well as the intent or 
purpose of the music. The first approach is the general, 
or standard, type score, based predominantly on an orches-
tral parallel. The repertoire in this category is made up 
of transcribed music originally written for other musical 
media for the most part; miscellaneous types, such as 
program music and that of a lighter nature, are also 
included. The second approach grew from a gradually 
developing active interest on the part of contemporary 
composers in writing original compositions for wind-band. 
27Philip J. Lang\ Scoring for the Band (New York: 
Mills Music, Inc., 1950;. 
28Erik Leidzen, An 
(Bryn Mawr, Pennsylvania: 
1950). 
Invitation to Band Arranging 
Theodore Presser Company, 
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Standard scoring practices . A large segment of the 
wind-band's evolution as a concert ensemble has indicated 
a preoccupation with transcriptions for a basic repertoire. 
Its instrumentation and scoring practices, therefore, have 
developed from attempts to reproduce musical effects 
originally intended for other media, mainly the orchestra. 
Twentieth century textbooks and treatises devoted to wind-
band scoring are evidence of this viewpoint. 
To employ a transcription approach, composers and 
arrangers had to establish one basic choir as an equiva-
lent of the orchestral strings against which to score 
sections of contrasting tone or color . The trend appears 
to have been to consider the woodwinds,in general, and 
the clarinet section, in particular, as this basic choir. 
Goldman offers the one dissenting voice to this approach 
when he writes that " ... there is no basic choir; the 
band is neither a brass choir with added reeds nor a 
reed choir with added brass. "29 Yet later, he states 
that if the band does have a basic group, ". . . indeed, 
it is certainly the brasses rather than the reeds. u30 
A panel discussion on the subject of instrumenta-
tion and nomenclature for the wind-band was held in 
29Goldman, The Concert Band, op. cit., p. 6. 
30 9 Ibid . , p. 10 . 
conjunction with an annual conference offue College Band 
Directors National Association.3 1 Instrumentation was 
fairly well standardized except for such seldom-used 
instruments as contra-bass woodwinds, English horn, and 
" flugelhorn. The E-flat clarinet, although appearing in 
almost all scores, was not scored independently, with a 
few exceptions. The woodwinds were considered as provid-
ing sonority, color, and dynamic contrast, while the 
brasses provided the blend, additional sonority, tone 
color, and contrast without subduing or covering the 
woodwinds. It was felt that present scoring practices 
continued to give the wind-band too much soprano clarinet 
tone quality. This could be overcome by giving much of 
the extreme high woodwind register assignments to an 
enlarged flute section. 
Somewhat less indiscriminate doubling was thought 
to exist in better scores in which more artistic accomp-
lishment was the desired goal. Those scores intended 
for school ensembles, however, showed scoring techniques 
497 
still based on more practical considerations. In the case 
of the latter scores, excessive doubling was justified on 
the grounds that it allowed the work to be more adaptable 
to varying instrumentations. 
31college Band Directors National Association, Book 
of Proceedings, Tenth National Conference (Urbana, Illinois, 
1958), pp. 16-65. 
This rather standardized scoring approach served 
for the bulk of the wind-band repertoire, especially that 
classified as "educational material." The approach of 
scoring by orchestral parallelism or transcription style 
continued to exist but did not completely dominate the 
entire picture. 
Differences in scoring style were due to influ-
ences of a growing body of repertoire of original wind-
band compositions by contemporary composers. This leads 
to the second approach followed in scoring practices. 
Contemporary practices . Professional associations, 
such as the College Band Directors National Association 
and the American Bandmasters' Association , felt that the 
wind-band had outgrown its traditional stigma of a purely 
military organization, or one devoted primarily to enter-
tainment and utilitarian purposes. The wind-band now 
needed further and more emphatic stress on its considera-
tion and acceptance as a serious medium of musical expres-
sion. Although the wind-band had been concertizing since 
the national fetes of post-revolutionary France, the major 
obstacle in its path to complete acceptance, alongside the 
orchestra, was an obvious deficiency of original major 
works in its repertoire. There had been a few written 
for the wind-band, but in comparison with that of the 
orchestra, this phase of its repertoire was still rather 
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limited. It was this deficiency which these associations 
hoped to correct. They felt that as long as the wind-band 
continued to depend on transcriptions of literature from 
other media, it would be looked upon as a secondary 
musical organization. 
To overcome this situation, these associations, as 
a group and through the efforts of their individual members 
along with assistance from various publishers, set out to 
improve the wind-band repertoire by various means and ways. 
These consisted of persuading major contemporary composers 
and other composers, whether members of college or univer-
sity faculty or students, to re-orient their attitude 
toward the wind-band by taking a more objective view of 
it rather than the unpleasant connotation which the term, 
"band, 11 held for so many of them. 
Composers writing for wind-band had an incentive 
derived from contemporary orchestral writing. The evolu-
tion of orchestration points out the increased interest 
in varied instrumental color. Fennell suggests that this 
type of wind-scoring had its roots in Mozart 1 s Serenade 
No. 10 in B-Flat.32 The changes in scoring practices 
which these composers brought to the wind-band are clearly 
distinguished from the pseudo-orchestral style of . 
32Fennell, op. cit., p. 34. 
transcription and its predecessor, the military brass-reed 
style of scoring. As Mayer writes, "at no other time has 
writing and scoring for band been so closely related to 
the main stream of composition."33 
Generally, scoring was practiced in a manner more 
comparable to contemporary orchestral usage. One of its 
most outstanding features is the clarity of part-writing. 
Composers illustrated the fact that they scored for the 
exact number of parts needed in order to obtain a desired 
effect without resorting to unnecessary and excessive 
doubling. Scoring was not devised to meet some utili-
tarian or purely educational function. More varied 
combinations of instruments and sections were employed 
to achieve these effects, in contrast to the rather 
stereotyped textbook formulae of rigid, fixed combina-
tions and uses of instruments. 
Scoring by these composers combined parts of the 
various instrument groups, making a composite of both 
reeds and brasses. There seemed to be no restrictive 
classifications attached to any of the instruments. 
This does not tend to imply that scoring was completely 
radical in any sense of the word. Employment of instru-
ments in contemporary scores followed certain standards 
33Mayer, op. cit., p. 400. 
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of practical and effective instrumentation, butfuere was 
also sufficient variation and freedom. Naturally, not 
all scores attained the same level of quality. 
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A more specific, detailed description will aid in 
obtaining a clearer picture of contemporary scoring prac-
tices. The flute is used as before, except that there is 
more tendency to make use of its entire range, especially 
exposed solos in the middle to low register. Of interest 
is the assignment of the piccolo to passages of a lyrical 
nature, as a solo instrument or in octaves with other 
woodwinds. The clarinets, including the alto and bass 
clarinet, are employed most often as a choir. Aside from 
the normal assignments of the melodic line harmonized in 
three parts, sustained and rhythmic effects as a separate 
section and with other instruments, the soprano clarinets 
are used often unisonally in the clarion register. The 
alto and bass clarinets are also often scored in unison, 
as well as independent parts without benefit of doubling. 
The E-flat clarinet is used, but not always independently. 
The oboe is used quite orchestrally as a solo instrument 
and in combination with other woodwinds, such as clari-
nets and saxophones. The English horn, surprisingly 
enough, is used often as a melodic instrument and in 
unison with other tenor register instruments. The bassoons 
are used more orchestrally than before, that is, independent 
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of support for and from other instruments. The saxophones 
are utilized more as an independent color than previously, 
both in solo passages and as a choir. Saxophones are 
scored either in unison or in octaves with other woodwinds 
and brasses. Although many of the traditional aspects of 
scoring for saxophone appear in the scores, the impression 
given is that it is gaining more consideration on the 
basis of its merits as an individual tone color. 
The scores do not always show a clear-cut distinc-
tion between mellow and bright brasses. Some scores 
include separate parts for cornets and trumpets, but 
just as many indicate the same part to be played on 
either instrument. Where separate parts are included, 
the scoring is usually traditional, but there are pas-
sages in which trumpets are scored like cornets. The 
horns maintain their position as a connecting link between 
woodwinds and brasses. Most passages scored for horns are 
quite orchestral. The other assignments are the usual 
rhythmic-harmonic structure and fill-in figures. More 
emphasis is given the horns in solo and melodic passages 
with other instruments. The trombones are, likewise, 
treated more orchestrally, except that they are linked 
more with woodwinds, especially saxophones and clarinets, 
than in the past. Trombones seem to be assigned more 
passages of a melodic nature, either in unison or octaves, 
as a section or with other tenor register instruments. 
The baritone follows an earlier trend ofooifting away 
from a lower octave doubling of the first cornet part 
to its employment as a tenor and bass instrument in com-
bination with woodwinds and brasses and individually. 
The tuba treatment continues as before, except that in 
many passages for exposed woodwinds, the tuba is not 
utilized to provide the bass voice. 
In general, contemporary composition and scoring 
techniques indicate a more intelligent, creative, imagi-
native , and sparing use of the percussion, employing it 
as a color and rhythmic potential most of thetime, rather 
than as a constant thickening agent. Earlier scores from 
the mid-century, especially those of younger composers, 
had a tendency to give the listener the impression that 
the composition was written as a percussion ensemble 
soli with wind instrument accompaniment. This diminished 
rather early in its experimental life. 
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APPENDIX C 
AN ANALYSIS OF THE ARRANGEMENTS 
OF SELECTED EXAMPLES 
I. PROBLEMS OF SCORING MARCHES 
In the United States, marches can, for all practical 
purposes, be divided into two broad categories, viz., 
(1) the concert, processional, or grand march, usually of 
a slow cadence, in two or four beats per measure, and per-
formed either in concert or for an outdoor procession or 
ceremony; and (2) the military or quick-step march, usually 
a fast cadence, normally in two beats per measure, and 
generally performed outdoors for military ceremonies to 
accompany tropp movements, parades, athletic events, and 
occasional indoor or outdoor concert performances. 
Musical Problems 
The purpose of each type march has direct bearing 
on the instrumentation employed as well as compositional 
and scoring techniques utilized. In the case of the 
first category, the entire approach would be basically 
the same as that of concert music. It may have the 
advantage of indoor performance where the acoustics, 
resonance, and amplification of the concert hall influ-
ences its musical design. From a musical viewpoint, the 
concert or processional march may be said to have an 
artistic basis. The second category, in which the pur-
pose is to provide martial type music or to create 
enthusiasm or exhilaration, is approached from the fact 
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that it is usually performed outdoors. In this case, 
maximum volume is essential. The fact that the players 
are usually in motion while performing and that the sound 
tends to disperse rather quickly in the open-air, requires 
that the basic elements which make up the march's musical 
structure must be reduced to their simplest components. 
In order that these elements be heard with utmost clarity, 
the instruments must be grouped through scoring procedures 
in such a way that each receives adequate emphasis. 
The compositional style of the present-day march 
gives adequate emphasis to melody, harmony, and rhythm, 
and in addition, employs characteristic countermelodies 
and embellishments for color and contrast. The marches 
of the periods included in this study indicate a composi-
tional style in which the elements of melody, harmony, 
and rhythms are reduced to their simplest factors. The 
melodic line and harmonic structure was conceived in such 
a manner as to give a combined emphasis to the character-
istic rhythmic pattern of the march. The marches of these 
early periods do not have, for instance, the present-day 
characteristic of the beat and after-beat to stress the 
rhythmic and harmonic structure of the composition. Not 
until the advent of "Turkish music," with an enlarged 
percussion section, does any rhythmical feature closely 
related to this characteristic appear in scores. The 
countermelody, an important component in Sousa's marches, 
does not appear in the compositional style of these early 
marches. Embellishments or figurations, in the form of 
fanfares and accentuations, are based on the character-
istic rhythm pattern of the march. There are occasional, 
brief florid embellishing figures. The main point here 
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is that the musical elements making up these early marches 
are fewer and simpler in number in comparison with present-
day marches. 
Instrumentation Problems 
In the United States, professional and educational 
music associations, in cooperation with musi.c publishers, 
have more or less standardized the instrumentation. In 
spite of this, music publishers are not in agreement on 
the question of full representation for all family group-
ings of wind instruments. A survey of thirty music pub-
lishers, whose catalogues include wind-band music, bears 
evidence of this fact. 1 On the basis of the results of 
this survey, Table I lists those instruments for which 
parts appear in all publications, even though some are 
scored as duplications and/or substitute parts. The 
instrumentation in Table I is usually considered the 
1college Band Directors National Association, 
op. cit., pp. 37-42. 
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WOODWINDS 
Parts 
Piccolo (C and D-flat) 
Flutes 
Oboes 
E-flat Clarinet 
B-flat Clarinet 
Alto Clarinet 
Bass Clarinet 
Bassoon 
Alto Saxophone 
Tenor Saxophone 
Baritone Saxophone 
TABLE I 
· CONCERT INSTRUMENTATION AND DIVISION 
OF PARTS IN PUBLISHED BAND MUSIC 
-BRASSES 
lst 2nd 3rd Parts lst 2nd 3rd 4th 
* * 
* * 
* * * 
* * 
* * 
B-flat Cornet * * 
B-flat Trumpet * * 
Horn in F 
* * 
Horn in E-flat * * 
Trombone * * 
Baritone or Euphonium 
{treble and bass clef) 
Tubas 
* 
* * 
* * 
* 
PERCUSSION 
Tympani 
Snare Drum 
Bass Drum 
Cymbals 
Bell Lyre 
Miscellaneous 
NOTE: Other parts appearing in occasional scores not listed above include: 
English horn, contra-bass clarinet {in EE-flat and BB-flat), contra-bassoon, bass 
saxophone, and flllgelhorn. 
Vl 
0 
~ 
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11 symphonic " or concert instrumentation for the performance 
of more serious, formal music. It may be noted that most 
of the instruments are divided into two or more parts. 
Marching band instrumentations. The marching band's 
instrumentation is influenced by several factors of a prac-
tical nature. The primary consideration is that the instru-
ments are portable to aid carriage and performance while in 
motion. Maximum volume is a very essential factor influ-
encing the choice of instruments fur the marching band. This 
means that the instruments must have audible power and that 
they be able to give the greatest amplification to the 
musical elements assigned them. Wagner clarifies this when 
he states that, "The primary objective in scoring marches 
for the marching band should be acquisition of a maximum 
volume from a minimum of parts--not instruments."2 Fewer 
divisions of parts are needed, therefore. Lang feels that 
the customary three-part division of the most numerous 
instruments, viz., clarinets, cornets, and trombones, tends 
to weaken the necessary impact of the marching band when 
outdoors. He advocates, instead, a division of two, rather 
than three, parts and claims that this will give these 
sections " .. sufficient power for outdoor performance. "3 
2wagner, loc. cit. 
3Lang, op. cit., p. 195. 
Due to the compositional style of the march, contrasts in 
tone color and instrumental combinations are much more 
limited than they are in concert music. Many of the 
instruments in the concert instrumentation which help 
provide these contrasts are not necessary to the march-
ing band instrumentation. 
On the basis of the above factors, Lang suggests 
an instrumentation which includes those instruments 
capable of fulfilling the requirements of marching band 
performance. 4 They are listed in Table II. Table III 
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outlines Lang's division of voices and parts for marching 
instrumentation.5 Wagner's basic marching band instrumen-
tation, along with number of parts, is somewhat similar to 
Lang's. 6 This is shown in Table IV. 
II. SCORING PRACTICES 
During the course of a normal school year, the wind-
band must run the gamut of roles, from the artistic to the 
utilitarian, which requires that it play in several styles. 
Assuming that flexibility is an accepted requisite for the 
wind-band, an allied problem, then, is the proper instru-
mentation for each of these roles. 
4Ibid., p. 195. 
5Ibid., p. 196. 
6wagner, op. cit., p. 385. 
TABLE II 
BASIC INSTRUMENTATION FOR A MARCHING BAND* 
WOODWINDS 
BRASSES 
PERCUSSION 
*Lang 
Piccolo (D or D-flat) 
B-flat Clarinets 
Saxophones (Alto_, Tenor) 
Cornets (Trumpets) 
Horns "F" 
Horns "E-flat 11 
Baritones 
Trombones 
Basses 
Snare Drums 
Bass Drum 
Bell Lyre 
Cymbals 
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TABLE III 
MAXIMUM NUMBER OF PARTS AND DIVISION OF 
VOICES IN THE MARCHING BAND SCORE* 
INSTRUMENT PARTS DIVISION OF VOICES 
Piccolo one part one voice 
B-flat Clarinets one part unison or two voices 
Cornets {Trumpets) one part unison or two voices 
Horns (F or E-flat) one part two voices 
E-flat Alto Saxophones one part two voices 
B-flat Tenor Saxophones part Treble Clef Baritone one one voice 
Trombones one part unison or two voices Bass Clef Baritone 
Basses one part one voice 
Drums one part 
Bell Lyre one part Flutes 
*Lang 
WOODWINDS 
Parts 
TABLE IV 
BASIC MARCHING BAND INSTRUMENTATION 
AND NUMBER OF PARTS* 
BRASSES 
1st 2nd Parts 
----
B-flat Cornet 
1st 2nd 
----
* * Piccolo {C and D-flat) 
Flutes (play C Piccolo part) B-flat Trumpet {play Cornet part) 
B-flat Clarinets * * E-flat and F Horns * * 
E-flat Alto Saxophones * * Trombones * * 
B-flat Tenor Saxophone Baritone (Euphonium) 
E-flat Baritone Saxophone Tubas (Sousaphones) 
*Wagner 
PERCUSSION 
Snare Drum 
Tenor Drum 
Bass Drum 
Cymbals 
Bell Lyre 
\.J1 
1-' 
(\) 
Musical Assignments in the Score 
The fact that the two general types of marches 
described earlier are said to be suitable to particular 
types of performances does not imply that they cannot be 
used interchangeably. Concert or professional marches 
are often performed by marching bands outdoors, and mili-
tary quick-step or street marches appear on concert pro-
grams. It is at this point where the element of compro-
mise enters. Scoring marches may be achieved in one of 
two methods: (1) score the composition for the full con-
cert instrumentation, as noted in Table I, then cue and 
cross-cue all important passages played by instruments 
which are missing from the marching instrumentation, as 
in Tables II or IV; and (2) score the composition for 
the marching instrumentation, supplementing these parts 
with additional instruments from the concert instrumenta-
tion. Either method should not in any way deter the 
general effectiveness of the score. The first method is 
more artistic and lends itself to greater potentialities 
of color contrasts and instrumental combinations, even 
though limited by the compositional style of the march 
form. The second is utilitarian and flexible in that it 
may be performed by either instrumentations. 
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Table V illustrates the specific musical assignments 
for each section of the instrumentation according to Lang's 
TABLE V 
MUSICAL ELEMENT ASSIGNMENTS IN THE 
MARCHING BAND SCORE* 
PART MUSICAL ASSIGNMENT 
Cornets, Trumpets Melody (unison or harmonized) 
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Trombones, Baritones, 
Saxophones Harmony, Countermelodies, Rhythm 
Horns 
Basses 
Percussion 
Reeds 
*Lang 
Melody (unison or harmonized) 
Rhythm 
Rhythm 
Figurations 
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approach.7 This conforms with Lang's concept of a reduced 
number of parts from three to two, and the further reduc-
tion of the various components of the musical structure to 
their simplest terms. Maximum volume of parts and their 
subsequent clarity in performance is achieved through 
assigning several sections of similar register instruments 
to the same musical material. 
Wagner shows more variation in his scoring assign-
ments than does Lang.8 Table VI indicates that Wagner 
allows more flexibility in his assignments for the various 
sections of the marching band's instrumentation through 
dispersing the musical elements throughout more of the 
instrumentation. Wagner also offers several specific 
suggestions when employing this approach to scoring a 
march. He recommends that the arranger should 
Score all major parts, melodic and harmonic, for 
the brass section .... Keep all instruments in their 
best playing ranges by avoiding extremely high and low 
registers .... Do not rely on the woodwinds to carry 
important parts without some support from the brass. 
. . . A safe scoring plan is one which will sound com-
plete with brass and percussion instruments only. Use 
the woodwinds for extra brilliance and sonority .... 
Rely on considerable unison and octave writing with a 
minimum of harmonic divisions .... Avoid simultaneous 
divisions in the Bb clarinets, cornets, and trombones.9 
7Lang, op. cit., p. 188. 
8wagner, op. cit., pp. 386-7. 
9rbid. 
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TABLE VI 
MUSICAL ELEMENT ASSIGNMENTS IN THE 
MARCHING BAND SCORE* 
PART 
Piccolo, Flute, E-flat Clarinet 
B-flat Clarinets 
Saxophones 
Cornets 
Trumpets 
Horns 
Trombones 
Baritone 
Tubas 
Percussion 
*Wagner 
MUSICAL ASSIGNMENTS 
Melody, figurations. 
Melody (unison and har-
monized). 
Melody, figurations, 
harmony, obligates. 
Melody, first harmony, 
and high alto parts. 
Melody, second soprano, 
or high alto part, 
embellishing fanfares. 
Sustained harmony, 
occasional melody, 
and obligato parts. 
Countermelody, after-
beats, sustained 
harmony. 
Melody, obligates, 
occasional harmony 
parts. 
Foundation to harmonic 
and rhythmic structure. 
Major part of rhythmic 
structure with little 
assistance from other 
sections. 
Summary of Scoring Techniques 
The basic principle behind the scoring practices, 
as outlined in Tables V and VI, is an effort to obtain 
the most resonant sonority through a combination of the 
various timbres of the wind-band rather than a separation 
of them. Personal experiences with use of these score 
outlines have resulted in several conclusions. Scoring 
according to Table V yields an overall clarity of parts 
with all musical elements adequately represented. The 
general dynamic tone of the band has sufficient solidity, 
but at the same time, has a somewhat thin and shallow 
effect due to the overduplication of instruments on the 
same part and the narrow tessitura utilized. Scoring 
according to Table VI tends to offer more contrasts of 
color and effects due to a greater division of parts, 
more independence of the sections, and more flexibility 
in assignments without sacrificing clarity of parts and 
representation of the musical elements. There is also a 
greater depth of sound as the overall register is more 
adequately covered than in the other methods employed. 
III. AN ANALYSIS OF THE ARRANGEMENTS 
OF THE SELECTED EXAMPLES 
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The selection of examples to be scored for the modern 
wind-band was based on several criteria. The first, and 
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seemingly most important, was that each should be historic-
ally representative of the various highpoints in the wind-
band's evolution. By representative is meant the probable 
extent to which the development of the march as a composi-
tional form is illustrative of a period in musical history. 
Other criteria include changes in instrumentation, differ-
ences in usage of instruments, and prevalent scoring prac-
tices. On the basis of these criteria, the following 
marches have been selected as the examples to be scored 
for the modern wind-band: (1) Marche des Mousquetaires 
du Roi de France by Lully; 10 (2) Marsch Prinz Anton, 
anonymous; 11 (3) Marsch No. 1 (from Sechs kleine Marsche) 
12 by C. P. E. Bach; (4) March for the Prince of Wales by 
Joseph Haydn; 13 (5) T~rkischer Marsch by Michael Haydn; 14 
(6 ) Marsch (Zapfenstreich) by Beethoven; 15 and (7) Marsch 
aus Ferdinand Cortez by Spontini. 16 
10see Example No. 1, Appendix D. 
11see Example No. 2, Appendix D. 
12see Example No. 3, Appendix D. 
13see Example No. 4, Appendix D. 
14see Example No. 5, Appendix D. 
15see Example No. 6, Appendix D. 
l6see Example No. 7, Appendix D. 
Examples one through four are illustrative of the 
type music played by the early town and military wind-
bands. Examples five, six, and seven are closer to the 
modern concept of the wind-band regarding instrumentation 
and musical style. The first four examples lack the 
fullness and expansiveness of the last three. This 
requires a compensating factor in scoring techniques by 
expansion and fillirgin without distorting the original 
quality and character of the composition. The last three 
have considerably more depth in themselves with regard to 
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the general tessitura, enlarged and more varied instrumen-
tation. These would demand less compensation than the 
other examples, but there still exists the necessity for 
preserving the original contrast of tone colors and instru-
mental effects. The underlying tenet of scoring procedures 
in all the examples, then, would be to employ the approach 
on the basis of the structure and scope of each composition. 
Gunderson describes three ways of employing or 
scoring wind instruments, of which the first two are most 
pertinent here. They are: 
... (l) to combine them in a fairly homogeneous 
sonority which emphasizes dynamic balance more than 
contrasting tone colors; (2) to create a rich full-
ness of tone colors in either mixed or pure combina-
tions .... These ... divisions represent roughly 
the styles of the eighteenth [and] nineteenth ... 
centuries: (1) the Baroque and early Classical 
periods, (2) the Romantic period .... 17 
Part of the difficulty in attempting to apply principles 
of wind-band scoring as found in textbooks is that they 
generally approach scoring on an orchestral transcription 
parallel. The fallacy in this is that the instruments 
within the wind-band have an entirely different relation-
ship, meaning, character, and function than they do in 
the orchestra. 
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The selected examples were originally conceived for 
outdoor performance; this would place them in the present-
day military quick-step, or street march classification. 
Yet, their compositional style and character appear to be 
more a concert or processional type march, and equally 
suitable for indoor concert performance. When considered 
in light of the times during which they were written, the 
last point becomes more understandable. Moser suggests 
that,as the march form developed, the cadence or tempo 
was quickened, and that the tempo was regulated by the 
particular type or purpose of the march. 18 Of the four 
types of eighteenth century marches listed by Kappey, the 
selected examples may be classified as belonging to one 
17aunderson, op. cit., p. 113. 
l8Moser, op. cit., p. 741. 
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of the first two types which are: (1) the slow march, 
rather stately in style, played for reviews, grand parades, 
and other similar ceremonies, the tempo being about seventy-
two beats per minute; and (2) the quick march, a more rous-
ing style march, played while accompanying marching troops, 
the tempo being from one hundred and eight to one hundred 
and eighteen beats per minute, and the more common form of 
march. 19 The military or quick-step march of today is 
ordinarily played at one hundred and twenty beats per 
minute. 
Planned Approach for Scoring the Examples 
Since the instrumentation of the first four examples 
is rather light, they would tend to be thinner and less 
expansive in their overall sound. They will be scored for 
the basic marching band instrumentation as outlined in 
Tables II and IV, and supplemented with instruments from 
the concert instrumentation as in Table I. The marching 
instrumentation is used here as constituting the following 
instruments: piccolo; B-flat clarinet; alto, tenor, and 
baritone saxophones; horns (F orE-flat); cornets and 
trumpets; trombones; baritone; tubas (basses); and per-
cussion. Those instruments which, when added to the 
19Kappey, loc. cit. 
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marching instrumentation, constitute the concert instrumen-
tation, include: flute; oboe; E-flat clarinet; alto and 
bass clarinet; and bassoon. 
The last three examples will be scored for the con-
cert instrumentation . Any important passages appearing in 
exposed phrases of the composition that are scored for 
instruments not included in the marching instrumentation, 
will be cued for appropriate symphonic instruments. 
Although the instrumentation will be considerably enlarged 
compared to the original, the composer's intentions will 
be maintained through a process of adhering to similar 
types of tonal contrasts, balance of parts dynamically 
and numerically, and any special effects, such as a par-
ticular instrumental tone quality in a specific passage. 
As a matter of necessity, certain musical elements will 
have to be expanded, such as the bass part an octave lower 
or a melodic line or embellishing figure an octave higher. 
This procedure is designed to allow certain instruments 
to be scored in their more effective registers and to 
promote clarity of some of the parts . With minor excep-
tions, nothing will be added nor deleted from the original 
musical elements of the compositions. Reference is made 
to the addition of countermelodies, after-beat rhythms, or 
extra embellishing figures. The basic intention in the 
planned scoring procedure is to preserve, as much as pos-
sible, the original quality, character, and style of each 
march. 
Marche des Mousquetaires du Roi de France2° 
Jean Baptiste~u!IY --
circa 1660 
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The original key signature of C major was retained. 
Since the preponderance of instruments in the wind-band 
are pitched in flat keys, the choice of a flat key would 
have provided for more open tones and tend to minimize 
any technical difficulties. On the basis of the easy 
level of difficulty, with regard to such musical elements 
as rhythmic figures, ranges, and tempo, the selection of 
the original key signature would not impose any undue 
hardships on the instruments concerned. The marching 
instrumentation was assigned the various elements of the 
composition and arrangement first, then the concert instru-
mentation was assigned to respective reinforcing or dupli-
eating parts. 
The composition was originally written and scored 
in simple four-part voices regarded as soprano, alto, tenor, 
and bass. In the woodwinds, this basic four-part structure 
was assigned to: piccolo and first clarinet in octaves on 
20see Example No. 1, Appendix D. 
the soprano line; second clarinet and alto saxophones on 
the alto line, with the alto saxophones dividing the 
soprano and alto parts occasionally; the tenor saxophone 
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on the tenor part; and the baritone saxophone on the bass 
part. In the brasses, the four parts were assigned in the 
following manner: first cornet on the soprano line; second 
cornet on the alto part; the first horn was divided between 
the alto line and a fill-in note whenever the interval 
between the alto and tenor parts was expanded enough to 
allow the insertion of an extra harmony note; the second 
horn and first trombone were assigned the tenor part; the 
second trombone and baritone the bass part; and the tuba 
on the bass part an octave below the original to provide 
adequate expansion of the arrangement's overall tessitura. 
The flutes doubled the soprano clarinet; the oboes were 
assigned the original soprano and alto lines; the alto 
and bass clarinets were assigned the tenor and bass parts, 
respectively; and the first bassoon was assigned the 
original bass part while the second bassoon doubled the 
tuba in unison wherever possible. 
Basically, the arrangement is scored to be playable 
in the following combinations: (1) in its original instru-
mentation, with tenor saxophone substituting for the tenor 
oboe; (2) woodwinds and percussion only; (3) brass and 
percussion only; (4) either the marching or concert 
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instrumentations. The trumpet parts are conjectural and 
are scored in the manner and style of the period as fill-
ins at the ends of short phrases and during long, sustained 
melodic tones. This part may be omitted. The dynamic 
indications are those of the arranger and do not appear 
in the original score. Aside from the octave extensions 
for certain instruments, to place them in their most prac-
tical registers, and the conjectural trumpet parts, no 
other changes were made from the original. 
Marsch Prinz Anton21 
A Saxon March 
Anonymous 
circa 1720 to 1730 
For practical reasons, the key signature of B-flat 
major was selected in place of the original D major. The 
key of D major would require those instruments pitched in 
flat keys to play in sharp key signatures. Due to the 
preponderance of sixteenth-note figures in the composition, 
this would pose awkward digital problems for the performers. 
Further, a flat key signature allows the availability of 
more open tones for brasses. The concert key of E-flat 
major would have placed the woodwind figures, mainly the 
clarinets, in their extremely high register. 
21see Example No. 2, Appendix D. 
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The original score shows the instruments scored in 
pairs using intervals of thirds and sixths in the Harrnonie-
musik style. Therefore, none of the sections are divided 
into more than two parts, except for an occasional divisi 
in the second cornet part. Except for some simplification 
of rhythmic figures for the brass instruments and the 
original bassoon part for the tuba, no major changes were 
made in the musical elements of the composition. To place 
some instruments in their more practical performing regis-
ters and to give the modern wind-band its proper expanded 
sound as compared with the narrower range of the original, 
the piccolo and flutes were scored an octave above the 
clarinets and the tuba, assisted by the second bassoon, 
was scored an octave below the original bass part. 
The basic group receiving the major responsibilities 
for sounding the various musical elements in the composi-
tion was the marching instrumentation, with those from the 
concert instrumentation added as color and supplemental 
forces. Since oboes are not included in the marching 
instrumentation, their original parts were assigned to 
first and second cornets, assisted by alto saxophones. 
In several instances where a general woodwind tone color 
was desired, the oboe parts were assigned to alto saxo-
phones rather than to cornets. The clarinets maintained 
their original parts, the horns were assigned their ori-
ginal parts, reinforced by trombones in some passages, 
and tenor saxophone plus baritone in other passages. The 
original upper trumpet part was scored for trumpet, and 
the original lower trumpet part was scored for trombone 
to give maximum effectiveness in this register . The 
tenor and baritone saxophones, aided by the baritone, 
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were assigned the original bassoon part, reinforced an 
octave lower in the tuba . To achieve contrast and vari-
ation in the overall arrangement, a near-original instru-
mentation was u t ilized during the first strain of the Trio . 
Alto saxophones were substituted for the oboes, with cues 
for oboes. At the discretion of the conductor, the oboes 
could perform their original parts rather than alto saxo-
phones. The sustained trombone parts do not appear in 
the original at this section of the march but were arranged 
in this manner to give cohesiveness to the rather open and 
rhythmically active passage in the composition. 
As for concert instruments, the piccolo was scored 
in a manner to point up the upper melodic line and extend 
the general tessitura upward. The flutes and E-flat 
clarinet generally reinforce the clarinet parts in unison 
or an octave higher, whichever register seemed most effec-
tive and practical . The flutes and piccolo were utilized 
mainly during the tutti. The oboes received their original 
parts except for the few passages in which alto saxophones 
substituted for them. Alto and bass clarinets reinforce 
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the original bassoon parts with the bass clarinet usually 
extended an octave lower to assist the tuba. The bassoons 
received their original part, but in octaves, the second 
bassoon assisting the bass clarinet and tuba. The percus-
sion parts serve to emphasize the basic rhythmic structure 
of the melodic line as well as the accompanying parts. 
The greater portion of the original score, except 
for the first strain of the Trio, is in tutti. This idea 
was transferred to the arrangement, thus allowing the 
march to be suitable for performance by the marching 
instrumentation indoor or outdoor. Dynamic levels were 
conceived in two ways: (1) by resorting to additional 
or reduced instrumentation; and (2) by indicating the 
desired dynamic level in all parts when scored tutti. 
22 March No . 1 
from Sechs kleine M£rsche 
C. P. E . Bach . 
1775 
Of the six marches Bach wrote for this set, the first 
was chosen . Musically, it indicated greater independence 
and contrast between the various inst rumental parts as well 
as the musical components. This afforded better opportunity 
for the transfer of ideas from the original to the modern 
22see Example No. 3, Appendix D. 
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medium. The original D major key signature places the 
flat-key instruments in keys which pose some rather 
awkward technical problems. For all practical purposes, 
therefore, the entire composition was raised a semi-tone 
to E-flat major. The scoring approach was similar to that 
used in the Lully March, that is, all the musical elements 
were first assigned to instruments included in the march-
ing instrumentation, then the concert instruments were 
filled in later as reinforcement. 
Bach's original score gave the oboes the greater 
portion of the musical responsibilities, with the clarinets 
serving as a contrasting tone color, reinforced by horns 
and bassoons. Since oboes do not appear in the marching 
instrumentation, their parts were assigned to the B-flat 
soprano clarinets. To emphasize the contrast in the 
original score, clarinet parts were assigned to cornets. 
Since the original score grouped instruments in pairs, the 
same principle was employed in the arrangement. The third 
cornet part is optional and may be omitted without loss of 
effect to that section. 
The added harmonic notes appearing in the third 
cornet, alto saxophones and first trombone serve to fill 
in the harmonic interval gap between the high melodic line 
and accompanying line below it. The fundamentally open, 
linear effect intended by the composer is still respected. 
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In the marching instrumentation, the alto saxophones sound 
the original oboe and horn parts, the tenor saxophone and 
baritone perform the original bassoon parts reinforced by 
the tuba an octave lower, and the first trombone reinforces 
the original first horn part while the second trombone rein-
forces the original second horn and bassoon part. The 
piccolo points up the first clarinet part an octave higher 
during the tutti sections. 
Concerning additional concert instruments, the 
flutes and E-flat clarinet reinforce the clarinets in 
uniso~ and an octave higher, the oboes are generally 
assigned their original parts with occasional simplifica-
tion of rhythmical figures and lowering of the part an 
octave. TheE-flat clarinet serves the same purpose as 
the piccolo, the alto clarinet reinforces the original 
bassoon part, the second bassoon and bass clarinet rein-
force the original bassoon part, as well as the second 
horn and new tuba part, and the first bassoon is generally 
assigned the original bassoon part. No percussion parts 
appeared in the original score so that conjectural parts 
became necessary. These parts emphasize the basic rhythmic 
structure of the melodic line as well as the accompanying 
parts. 
Although the arrangement may be performed by the 
marching instrumentation, the style of the composition is 
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such that a concert instrumentation would aid the perfor-
mance through additional sonorities. Style of composition 
means that, due to the contrasting answering figures in 
the first strain and the thin exposed section in the second 
strain, there are relatively few passages of a full tutti 
nature. The marching instrumentation was chosen as the 
basic group since the original score contained but seven 
parts which could be adequately covered by the instruments 
included in that instrumentation . Again, the concert 
instruments serve as additional color and supplementary 
forces. 
March for the Prince of Wales23 
Franz Joseph Hayan 
circa 1795 
The original key signature of E-flat major was deter-
mined suitable and, therefore, retained for the arrangement. 
A closer relationship to the modern wind-band may be noted 
in the instrumentation and scoring of the original, compared 
to the three previously described marches. 
Although the fundamental approach in the scoring of 
this arrangement was similar to the first three, the style 
and original instrumentation of the composition are slightly 
more conducive to concert performance. The colorfully 
23see Example No. 4, Appendix D. 
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contrasted passages in each strain of the march serve to 
point this out. This contrast was retained in the scoring 
procedures of the arrangement. Basically, the clarinets 
were assigned their original parts in conjunction with 
piccolo and cornets. The cornets replaced the clarinets 
in two passages which seemed to be more characteristic of 
brass instruments. These occur in measures 9 and 10 of 
the second strain and the first strain of the Trio. The 
addition of the piccolo along with the cornet in the Trio 
is to give an additional brilliance to the latter's tone 
color. In all other aspects, the cornets reinforce the 
clarinets. 
The alto saxophones serve in the capacity of liaison 
and reinforcing instruments, assisting the original horn 
parts and clarinets as well. The tenor saxophone and bari-
tone share equal responsibilities for the original bassoon 
parts and are assisted by trombones in seemingly appropriate 
places. The trombones also assist the horns. The trumpet 
part remains in its original form. The original Serpent 
part was assigned to the baritone saxophone and tuba. The 
percussion parts are conjectural. 
The addition of concert instruments was made gener-
ally during tutti passages and eliminated during the pre-
viously noted contrasting sections of the composition. The 
flutes and E-flat clarinet reinforce the clarinet at the 
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unison or in octaves. An exception to the above appears 
in the last strain of the march at which place the flutes, 
because of their unique tone color, are deliberately added 
to the clarinets. The oboes are scored in unison with 
both clarinets and cornets, according to the register of 
the particular passage. The alto clarinet doubles the 
first bassoon part while the bass clarinet doubles the 
Serpent part. The bassoons were assigned their original 
parts. 
Through a process of allowing those instruments who 
were assigned cued passages to play those cues and elimi-
nating the instruments whose parts were cued, a near-
original and more concert type performance may be possible. 
For example, if the bassoons were to play the trombone and 
baritone cues, they would be performing their original pas-
sages. The trombones and baritone would be eliminated in 
this case. There are certain exceptions and modifications, 
however. For instance, horns should never be eliminated, 
and the tenor and baritone saxophones would not have to 
play all the trombone and baritone cues if the latter were 
covered by bassoons or alto and bass clarinets. Aside from 
extending certain original woodwind passages an octave 
higher and the Serpent part an octave lower to accommodate 
the tuba, no other modifications in the basic structure of 
the musical composition were necessary. 
Turkischer Marsch 24 
Johann Michael Haydn 
1795 
Although the instrumentation in the original score 
bears a close affinity to that of the present-day wind-
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band, the manner in which the composer utilized the instru-
ments posed several basic problems as far as transfer to a 
modern medium was concerned. The main problem centered 
around the use of the flutes, oboes, and clarinets in the 
original score. Haydn gave the responsibility for the 
performance of the major musical elements of almost the 
entire composition to these instruments. Exceptions to 
this are rather brief melodic passages for the horns in 
measures 1 to 5 on page 57 and measures 10 to 14 on page 
60 of the original score. Not only do these woodwind 
instruments equally share the important passages, but in 
addition, they are located in approximately the same 
general register. The problem, then, becomes one of 
color definition. It appears that the composer intended 
to achieve as brilliant an effect as possible through the 
assignment of these passages to high woodwind instruments, 
no doubt to give an adequate portrayal of Turkish wind 
music. Haydn did not have the modern valved brass 
24see Example No. 5, Appendix D. 
instruments capable of executing rapid diatonic and chro-
matic passages at his disposal. He probably would have 
utilized them quite appropriately in this case. 
As in the case of the Lully march, the original 
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C major key signature was retained in the arrangement. 
Although the rhythmical activity is exceedingly greater 
here than in Lully's march, the technical and digital 
problems brought about by placing many of the instruments 
in sharp key signatures were negligible. Though lacking 
proper acoustical and physical evidence, many professional 
arrangers have long felt that sharp key signatures tend to 
give wind instruments a more tonally brilliant effect than 
flat key signatures. 
One of the methods utilized to retain Haydn's 
original brilliancy was to score the important original 
woodwind passages in the same register and in close inter-
val relationship. The fundamental approach in this arrange-
ment was to employ the concert instrumentation and to score 
the composition as a concert march intended for indoor per-
formance. The basic technique was to score for the desired 
instruments, rather than for those which might be present 
in the wind-band. The composer's original intentions were 
considered as much as possible, while sufficient contrasting 
and variety was maintained in the assignments. The same 
paired voicing in the original was retained in the arrange-
ment. 
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The original flute, oboe, and clarinet parts were 
divided among flutes, oboes, clarinets, and alto saxophones 
in this arrangement. Generally, the flutes retained the 
original assignments except for an occasional extension of 
a passage an octave higher toPLace them in a more effective 
register during the tutti. The oboes, likewise, retained 
their original parts except for many rapid figures which 
were re-assigned either to clarinets or alto saxophones, 
in which case the oboes were assigned either the original 
flute or clarinet part. The oboe solo on page 57 of the 
original score was retained. On the basis of the propor-
tionately greater number of melodic passages given them 
as compared with the clarinets, it was obvious that Haydn 
considered the oboes more important than the clarinet. 
These passages were, on the whole, assigned to clarinets 
in the arrangement, while maintaining the original con-
trast in tone color. The important clarinet passages in 
the original were, likewise, assigned to clarinets in the 
arrangement. The alto saxophones were assigned the original 
oboe parts during the tutti, and reinforced the horns in 
several exposed passages. In some passages, the alto saxo-
phone received the original clarinet part, such as the 
opening measures and on page 59 of the original score. 
The cornets were assigned the original oboe parts for most 
of the arrangement. One passage originally assigned to 
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the flutes seemed more characteristic of brass figures and 
was assigned to cornets. In other passages, the cornets 
doubled the clarinets at the octave. The original trumpet 
solo, page 60 of the original, was assigned to the cornet 
and cued for trumpet. 
The original parts for horns and trumpets were 
retained throughout the arrangement except for the original 
low sustained tones in bass clef. The horns were reinforced 
by the trombones, either in unison or at the octave. In 
several tutti passages, the horn parts were inverted for 
the trombones in order to fill the gap in the harmonic 
structure between horns and tubas. The trombones reinforced 
the trumpets, as on pages 5 and 6 of the arrangement and 
substituted for bassoons in another. This may be noted by 
comparing page 61 of the original with pages 13 and 14 of 
the arrangement. 
The original bassoon parts were assigned to bassoons 
in the arrangement and reinforced during the tutti by alto 
and bass clarinets. The baritone saxophone and tuba were 
assigned a modified bassoon part. The baritone was occa-
sionally used to reinforce the bassoon part. The tenor 
saxophone and baritone were alternately used between 
reinforcing the horn and bassoon parts. 
The style and basic rhythmic patterns of the original 
percussion parts were retained. In order to emphasize the 
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basic rhythm, a bass drum was added to reinforce the cymbal 
rhythmic figures. To reproduce the upper and lower pitches 
of the tamburo turchese (Turkish drum), a field drum was 
assigned to the upper pitches and a tenor drum the lower 
pitches. 
Marsch25 
(Zapfenstreich) 
Ludwig van Beethoven 
1809 
As in the case of the two preceding marches, the 
fundamental scoring procedure in this case was that of a 
concert march for concert instrumentation. Cues and cross-
cues were inserted more from the standpoint of achieving 
proper potential balance rather than the possibility that 
instruments might be absent from the instrumentation. 
Beethoven's original assignments were adhered to as much 
as possible. Wherever deviations occur, proper contrast 
in tone color and timbre was maintained. Due to the 
increased rhythmical activity in all parts, the original 
c major key signature was lowered a whole tone to B-flat 
major to avoid sharp key signatures. 
The piccolo was assigned its original part, except 
during parts of the Trio in which a softer more delicate 
sound was desired. The flute replaced the piccolo in 
25see Example No. 6, Appendix D. 
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these measures. The flutes were alternately assigned the 
original oboe and clarinet parts but predominantly the 
former. The flutes doubled the oboes either at the octave 
or in unison. The oboe parts remained in their original 
form except for a few brief substitutions and rhythmically 
altered passages. The E-flat clarinet was employed as a 
reinforcing instrument primarily during the tutti. 
The B-flat soprano clarinets retained their original 
scoring except for an octave higher extension during several 
tutti passages and substitution for the oboes in the Trio. 
The alto clarinet was alternately assigned the second 
bassoon or contra-bassoon part but generally the former. 
The bass clarinet reinforced the contra-bassoon line for 
the most part . The bassoons were assigned their original 
parts, with the exception of a few passages in which they 
reinforced the contra-bassoon part. The alto saxophones 
reinforced the oboe parts duringfue tutti, and in the ten 
measures before the Trio, substituted for the clarinets. 
The tenor saxophone was scored as a reinforcement for the 
first bassoon, while the baritone saxophone reinforced 
the contra-bassoon. 
The cornet parts were derived mainly from the original 
clarinet scoring and, at the first strain of the Trio, sub-
stituted for the clarinets while the latter were substituting 
for the oboes. The trumpets retained their original scoring 
as did the horns. The baritone was employed as a rein-
forcement of the second bassoon part as well as substi-
tuting for it, e.~., pages 6 and 7 of the arrangement. 
At the Trio, the baritone was assigned the contra-bassoon 
part. The trombone parts reinforced the trumpet or horn 
parts at the octave or in unison. At the Trio, the trom-
bones were combined with alto and bass clarinets as a 
duplication of the bassoon part. The tuba is a modifica-
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tion of the contra-bassoon part throughout the arrangement. 
Since the percussion parts written by Beethoven 
adapted quite suitably for the modern wind-band, there 
seemed to be no necessity for altering them. A field 
drum may be used rather than a snare drum for the original 
tamburo militaire indicated on the score. 
Marsch aus Ferdinand Cortez26 
Gasparo Spontini 
1816 
Chapter IV pointed out that the instrumentation in 
Beethoven's Milit£r-Marsch was quite modern in its concept. 
The same may be said of this particular composition. The 
tambur di sold[at] was interpreted as meaning a field or 
military drum, while the picolo clarin[etto] has its modern 
counterpart in the E-flat soprano clarinet. Flauto 8a is 
26see Example No. 7, Appendix D. 
an abbreviation for Flauto Ottavino, Italian for Octave 
Flute or the present-day piccolo. 
It was decided to score the original piccolo parts 
for two flutes, with modifications wherever the extreme 
high register would offer technical problems or detract 
from the flow of the melodic line. In these instances, 
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the arranged piccolo part was written to reproduce the 
original scoring. The arranged piccolo part was derived 
mainly from the first flute. The flute, oboe, and E-flat 
clarinet parts follow the original assignments with the 
exceptions noted in the flutes. The original first clari-
net part was retained throughout the arrangement. The 
original second clarinet part was retained for the majority 
of the arrangements. There were some extensions of an 
octave higher whenever it was felt necessary to score the 
instrument in a more effective register. The alto clari-
net was assigned the second bassoon part and the bass 
clarinet the contra-bassoon part. The corni di bassetti 
(bassett horns) parts were assigned to the alto saxophones 
as the former proved to be out of the practical register 
for alto and/or bass clarinets. The tenor saxophone was 
scored to reinforce the first bassoon and the baritone 
saxophone the contra-bassoon part. The bassoons retained 
their original parts. 
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The cornet parts were derived from the clarinets, 
but scored an octave lower. The Trio and Coda contain 
some rhythmical alterations of the clarinet parts when 
assigned to cornets. The trumpets, horns, and trombones 
were assigned their original parts. The baritone was 
assigned alternately between reinforcing the first bassoon 
and the contra-bassoon. The original percussion parts 
were retained in the arrangement. 
APPENDIX D 
EXAMPLE NO. 
1 Marche des Mousquetaires, pp. 1-2. 
2 Marsch Prinz Anton, pp. 1-2-3-4. 
3 A Short March, pp. 1-2-3-4. 
4 March for the Prince of Wales, pp. 1-2-3-4-5-
6-7. 
5 Turkish March, pp. 1-2-3-4-5-6-7-8-9-10-11-12-
13-14. 
6 Marsch (Zapfenstreich), pp. 1-2-3-4-5-6-7-8-9-
10-11-12. 
7 Marsch aus Ferdinand Cortez, pp. 1-2-3-4-5-6-7-
8-9. 
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